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February highlights Ses be 


from EMI and Virgin Classics 
joyce DIDONATO Diva, Divo 


~ © 7 Joyce DiDonato 
e ) ms, This playfully-conceived recital sees the American 
KATE ROYAL 


Also new this month 













\} singer take full advantage of the vocal and gender 
Perio range of the mezzo repertoire, voicing not only the 
- eager young men of her many “trouser” roles but 
also passionate heroines. 





Monteverdi: Vespers 

Christina Pluhar, L’Arpeggiata 
L’Arpeggiata, the multi-faceted ensemble 

led by Christina Pluhar, brings its “unrivalled 
instrumental and vocal virtuosity” to one of 
music’s supreme masterpieces, Monteverdi's 
Vespro della Beata Vergine. 





gts ’ “Mahler: Symphony No. 2 
; 7 Simon Rattle, 
MAHLER ie Berliner Philharmoniker 
A Lesson in Love eit ae | Sir Simon leads the Berliner Philharmoniker in this 
nee lee live recording of Mahler’s epic Symphony No. 2 
Kate Royal on “Resurrection” with the Rundfunkchor Berlin and 
The lyric soprano brings her “unutterably star soloists Kate Royal and Magdalena KoZena. 
beautiful timbre” to this intimate song Scarlatti: Sonatas 


cycle charting a young girl’s journey 
of love and loss. The cycle is in four 


Alexandre Tharaud 
The imaginative French pianist performs a 


chapters: Waiting, Meeting, Wedding 
and Betrayal and combines German 
Lieder, English and American songs 

and French mélodies. Composers 
include William Bolcom, Franz Schubert, 
Robert Schumann, Franz Liszt, Claude 
Debussy, Frank Bridge, Richard Strauss, 
Benjamin Britten and Aaron Copland. 


“Royal's voice is the best instrument of all: 
a voice of strong, liquid beauty, unfaltering 
in any register, never more thrilling than 
when pealing or gliding in long breaths.” 


The Times 
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selection of Domenico Scarlatti’s captivating 
keyboard sonatas on the modern piano while 
drawing inspiration from developments in 
historically informed performance. 


The English Collection 
Sir Thomas Beecham 


EMI Classics commemorates the 50th anniversary 
of the death of the incomparable British conductor 
with five multiple-CD sets: The Delius Collection, 
The French Collection, The Great Communicator, 
The Later Tradition and Haydn & Mozart. 


ICON series 
Elisabeth Schwarzkopf 


Five new ICON sets pay homage to great 
recording artists of the recent past. This month’s 
releases are devoted to Claudio Arrau, The Melos 
Ensemble, Hermann Prey, Elisabeth Schumann 
and Elisabeth Schwarzkopf. 


Discover more... www.emiclassics.co.uk www.youtube.com/emiclassics www.facebook.com/emivirginclassics www.twitter.com/emiclassics 
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Bach Brandenburg Concertos 1-6 
Claudio ADDad concertatore 

Orchestra Mozart 

Giuliano Carmignola principat viotin 
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“Guarantees delight, thanks not least to 


Chailly’s exemplary support of a truly 
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BEART OF THE EUROPEAN CAPITAL OF CULTURE — MARIBOR 
9012 AND WORK WITH SOME OF EUROPE'S FINEST MUSICIANS 


the journey starts now, join us today 


master classes 2011 


LATICA HONDA-ROSENBERG VIOLIN 13 - 17.7. 
WOLFRAM CHRIST VIOLA 24 - 28.7. 
JENS-PETER MAINTZ CELLO 13- 17.7. 
REINHOLD FRIEDRICH TRUMPET 12 - 16.7. 
BRANIMIR SLOKAR TROMBONE 15 - 19.7. 
RAYMOND CURFS TIMPANI 21 - 25.7. 
KLAUS ARP CONDUCTING 2] - 26.7. 


orchestra academy 2011 


Maribor KLAUS ARP, ZIVA PLOJ 15.7. - 10.8. 
International R.Strauss, G.Mahler, B.Bartok, L.Lebic, A.Dvofak 
concerts in Slovenia, Italy and UK 
Orchestra 
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PHILIP CLARK is one of 
Gramophone’s most regular 
contributors. For this issue he has 


interviewed the minimalist master 
Steve Reich, in advance of a 
retrospective of the composer’s 


music at the Barbican in London. 
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Distinguished actor and director 
DANIEL EVANS recently won an 
Olivier Award for Best Actor ina 
Musical for Sondheim’s Sunday in 
the Park with George. This month, 
he reviews Sondheim’s book of 
lyrics, Finishing the Hat. 





SIR HARRISON BIRTWISTLE 

is one of Europe’s leading 
composers. He reveals the 
inspiration behind three of his 
works being released on the NMC 
label in this month’s Diary. 
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Founded in 1923 by Sir Compton Mackenzie and Christopher Stone as 
‘an organ of candid opinion for the numerous possessors of gramophones’ 


Beecham: fa r more 
than a gredl W it 


Everyone who knows anything about 
Sir Thomas Beecham has their favourite 
Beecham story. Mine is the one about the man 
he met while walking, shortly after his second 
wife’s death. When the man asked where 
his wife was, the conductor replied, “She’s 
taking tea.” Telling pause. “With Vaughan 
Williams.” ‘The English composer had also 
passed on around that time. 

As a witty raconteur, Beecham had no 
equals in music this side of the Atlantic. 
It might be argued that not until Leonard Bernstein’s comet blazed over 
New York was there another conductor to rival his unforgettable turns 
of phrase. 

But there 
overlooked precisely because of the great quips. The sense of spontaneous 
brilliance that he drew from orchestras across a wide range of repertoire 


ras more to Beecham, qualities that sometimes get 


was staggering and justly celebrated (and happily it was caught many 


‘Beecham effectively shaped London’s 
music scene, founding both the London 
and Royal Philharmonics and pouring 

money into top-grade opera seasons 


: 
times on record). This year is the 50th since his own death and to mark 
the occasion Rob Cowan’s affectionate pen portrait of the man tries to pin 
down exactly how he achieved a freedom in music-making that none of 
his English contemporaries mastered (yes, I’m standing by for outraged 
letters from devotees of Sir Adrian Boult and Sir Malcolm Sargent, 
though I remain a great admirer of theirs). 

Beecham was not only the most acclaimed of his peers, he effectively 
shaped London’s music scene, founding both the London and Royal 
Philharmonics and pouring money into top-grade opera seasons to boot. 
Cowan, a great authority on musicians of that period (and most others, 
come to think of it) has spoken to many people who 







knew Beecham personally and played under him. / 
We've also collated details of some of the most 
fascinating previously unreleased recordings of the 
conductor due out this year. 

Stull more developments online. Gramophone 
has now released a digital edition, so you 
can subscribe and enjoy it via your phone or 
computer! See gramophone.co.uk for details. 
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A little Liszt « Choral controversies « Toscanini on trial e Remembering Shirley Verrett 








Liszt’s love life 


While grateful that Jeremy 
Nicholas has written on Liszt 
at the outset of the bicentenary 
year (February, page 34), why is 
the major highlighted sentence 
(“His dalliances were the talk of 
Europe — he had at least 26 major 
love affairs and fathered several 
illegitimate children”) devoted 
to his love life? Moreover, it 

is inaccurate. Presumably, the 
figure 26 is taken from the 26 
discussed in Liszt und die Frauen 
(La Mara, 1911). In no way were 
all of these “major love affairs”. 
Of these, there were, perhaps, 
five: Marie d’Agoult, Carolyne 
zu Sayn-Wittgenstein, Agnes 
Street-Klindworth, Emilie 
Merian-Genast and, probably, 
Olga von Meyendorff. The 
youthful “affairs” with Caroline 
de Saint-Cricqg and Adele de 

La Prunaréde might also be 
counted, while Caroline Unger, 
Marie Pleyel and Charlotte von 
Hagn are more of the nature of 
“one-night stands”. As for his 
“fathering several illegitimate 
children”, he legitimised the 
three children born to him by 
Marie d’Agoult and there is 

no evidence to suggest that he 
fathered any others. 


It is also wrong to state that 


Hanslick “detested” Liszt. He 
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LETTER OF THE MONTH 




















Collection praise 


www.prestoclassical.co.uk is a website 
that speaks your language, “underpinned 
by an evident love of music and the 
world of recordings’ (Gramophone). 

No other site selling classical CDs and 
DVDs is arranged in such a logical and 
accessible format, where you can easily 
find lists of composers works, compare 
different options, view recommendations 
and read reviews. We believe that you 





will find it one of the most User-friendly 


disliked his music, which is not 
the same thing. He praised his 
playing in January 1874, when 
Liszt performed in a charity 
concert in Vienna, 27 years after 
he had retired from the concert 
platform, stating that he “plays 
the most difficult music with the 


Hats off, everyone, for Bryce Morrison’s magisterial survey of the 
many recordings of Schubert’s B flat Piano Sonata (The Collection, 
January, page 46). Under the sheer weight of numbers, mere 

mortals among music critics would have resorted to standard clichés, 
occasional passages of purple prose or lame superlatives. BM contrives 
to be illuminating and convincing even at his most trenchant (see how 
he puts Ashkenazy in his place with half a dozen words). 

There is a wide cultural range in evidence here, a clarity of insight 
and a deep humanity, all brought to bear on one of the most moving 
works in the piano repertoire. Again, chapeau! 

And the final choice? It would be tantamount to lese-majesty to 


disagree. I once had the privilege of discussing the work with Clifford 
Curzon. [rascible he might have been but he was also honest and 
generous. I think he would have nodded approval at the mention of 
Wilhelm Kempfft. 
Harvey Mitchell, Castlemaine, Victoria, Australia 





Classical music sites on the internet 
The letter of the month receives £50 
of Presto Classical gift vouchers. 
Please send letters for publication 

in the April issue by February 14 


PRESTO 
CLASSICAL 


ease and freshness of youth”. 
Michael Short 
Eastbourne, E Sussex, UK 


A lasting influence 


Jeremy Nicholas has not been fair 
to Liszt. In addition to the Second 


Viennese school, who learnt from 
Liszt's late works, Liszt exercised 
a great influence on most of 
his contemporaries — Smetana, 
Dvorak (in the tone-poems), 
but above all Wagner. 
In an extensive account of the 
close relationship of the two 
musicians in The Music of Liszt, 
Humphrey Searle is supported 
by Sacheverell Sitwell, who has 
a chapter on Liszt and Wagner, 
and 27 mentions of Wagner 
according to the index of his book. 
According to Wagner's own 
account, he really got to know 
Liszt for the first time when 
they met in July 1853. Liszt then 
played to Wagner his symphonic 
poems and sketches for A Faust 
Symphony. Wagner began to write 
Das Rheingold in November 1853 
and Die Walkiire was written in 
1854, the same year that von 
Biilow gave the first performance 
of A Faust Symphony. We know 
that in 1856, while still working 
on The Ring, Wagner studied 
Liszt’s symphonic poems; but 
more than that, in a letter of 1859 
to von Biilow, Wagner wrote that 
it was known only to his friends 
that “since my acquaintance 
with Liszt’s compositions, 
my treatment of harmony has 
become very different from 
what it was formerly”, 
Few people gave Liszt credit 
as a serious musician in his own 
lifetime. It is time that this was 
corrected. It should not be known 
only to a few that Wagner’s Ring 
would not be as it now stands 
but for the music of Liszt. 
FMT Yorke 
Wimborne, Dorset, UK 


Beethoven myth 
Jeremy Nicholas’s article on Liszt 
was illustrated with a picture of 
Beethoven kissing the young 
prodigy at a public concert in 
1823. This never happened 

and was fabricated by one of 


www.gramophone.co.uk 
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New College 
Choir: should 
ehave been higher 


Liszt’s early biographers. It was 
impossible because Beethoven 
was completely deaf by 1823, 

and so would never have wasted 
his time attending a Liszt recital, 
especially as he hated child 
prodigies anyway. Liszt himself 
floated a version of this story 
towards the end of his life. In his 
account he visited Beethoven in 
1822 in his lodgings within the 
Schwarzpanierhaus in Vienna and 
played for the great master for 
some time before being kissed by 
him. Beethoven did not move into 
the Schwarzpanierhaus until 1825, 
so the story is unbelievable on 
factual grounds, too. 

Many artists have a vested 
interest in constructing myths 
about themselves and this tale is 
yet another example of the genre. 
Furthermore, it is difficult to 
imagine Beethoven in his latter 
years kissing anyone beyond his 
close circle of relatives and friends, 
and especially a stranger aged 
11 or 12. The curmudgeon was 
far more likely to have sent Liszt 
packing with a clip round the ear 
and the injunction to obtain a 
proper musical education, and stop 
wasting his talents giving prodigy 
recitals. Such a story would have 
been far more believable than the 
very 19th-century sentimental 
drivel we are asked to accept. 

Eric Shanes 
Acton, London, UK 











Children’s choirs 
In considering your list of the 
world’s best choirs (January, 
page 32), I am especially struck 
by the relative ranking of the 
“choirs for children”. Placing 
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King’s College and Wells 
Cathedral above New College 
seems odd to me, especially 

in light of your own editorial 
comment that the primary 
criterion for judging was 
“recordings of recent years.” 
What has King’s recorded lately 
that would stand comparison with 
New College’s magisterial three- 
volume survey of 20th-century 
masters? And what has Wells 
done to match New College’s 
groundbreaking traversal of core 
repertoire, in which boys’ voices 
are restored to central importance 
(Bach’s St John Passion, Handel’s 
Messtah, Haydn’s The Creation, 
Monteverdi's Vespers and the 
upcoming Mozart Requiem)? 
Marty Sieve 

Lake George, MN, USA 


Choral omission 


Frankly, your panel seems to 
have limited knowledge of the 
British choral scene, as arguably 
the finest cathedral choir in the 
world is that of Westminster 
Cathedral, London. This 
choir of boys and men, under 
its inspirational director of 
music, Martin Baker, is not 
even included in your selected 
list. Anyone who has heard the 
choir in the flesh or on one of 
many recordings on Hyperion 
will certainly agree that this 

is a catastrophic omission. 
Westminster Cathedral Choir 
sings a wide spectrum of music 
from plainsong and Palestrina 
to cutting-edge, 2 Ist-century 
commissions from composers 
such as James MacMillan, 
Roxanna Panufnik and others. 


All the fundamental elements are 
present in their performances: 
quality of sound, ensemble, 
rhythmic precision, dynamic 
range and, above all, a natural 
musicality, so often absent from 
many performances. 

Your panel did get the mixed 
voice choirs right, however, by 
choosing Polyphony and the 
Monteverdi Choir, though there 
are others, not listed, who are 
very good indeed, such as Ex 
Cathedra, the Birmingham choir, 
Peter Smith 
Malvern, Worcs, UK 








Toscanini’s trial 
Strange that ‘Toscanini’s 
recordings made in extreme old 
age are still being used as a stick 
with which to belabour him (The 
Trial, February, page 28). The 
1936 New York Philharmonic 
broadcast of Beethoven’s 
Eighth (Pristine Audio) reveals 
greater cumulative power and 
concentration, a superior orchestra 
and a world of expressive variety 
and nuance absent in the far from 
“iconic” 1952 recording, 

And the old line about 


‘Toscanini aiming to give just the 


notes as written, “no more and 
no less”, is long past its sell-by 
date. Undoubtedly he tried to give 


all the notes as written in an era 
when conductors often did not; 
but his lifelong struggle was, as he 
himself said, to achieve “my ideal 
dream, that is, to come as close as 
possible to expressing the author’s 
thoughts” — a very different 
matter. After all, hundreds of 
conductors have since aimed at 
giving all the notes as written — 
but none has sounded in the least 
like ‘Toscanini. 

Christopher Dyment 

Welwyn, Herts, UK 


Verrett remembered 
If I may presume to correct 

John Steane in his tribute to the 
late Shirley Verrett (January, 

page 10), he states that “ 

Covent Garden...she was given 
opportunities that never came 

her way at the Met”. At Covent 
Garden she sang Ulrica, Orfeo, 
Carmen, Azucena, Amneris, 
Eboli, Norma, Tosca and Dalila, 
and at the Met, Carmen, Azucena, 
Amneris, Les Troyens, Bluebeard’s 
Castle, L’assedio di Corinto, Norma 
(both roles), Madame Lidoine 

in Poulenc’s Dialogues des 
Carmelites, La favorita, Tosca, 
Fidelio, Dalila and Macbeth. 
Clearly, this statement should 

be the other way round! 


Anna Martin, London, UK 
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Lady Macbeth 


No writer is more expert on voices 
than John Steane but he makes 

a highly puzzling omission from 
his obituary of Shirley Verrett. 
Her triumph as Lady Macbeth 
under Abbado at La Scala in 1975 
provided conclusive proof that 
she did, indeed, make it into “the 
very front rank” — no matter what 
PG Davis might have said in his 
book on American opera singers, 
The photo accompanying Mr 
Steane’s piece adds a further level 
of irony to the omission: it shows 
Verrett taking a curtain call at La 
Scala — as Lady Macbeth. 


Yehuda Shapiro, via e-mail 





God's own music? 
I find Richard Eyre’s piece 
(January, page 25) disturbingly 
religious-centric. It is a cliché 
to refer to music as a universal 
language but, like all clichés, it 
is so because it is true. To say 
that Beethoven’s Ninth and 
Bruckner’s symphonies are “the 
sound of God” is tantamount 
to laying a fence around them 
and saying: “Non-believers keep 
out, this is not for you!” To eall 
it the “sound of God” is utterly 
to reduce the human to nothing 
more than a conduit, yet it is 
surely the very human in the 
music that is its key. 

It was striving to express 
himself adequately to his 
god that makes Bruckner’s 
symphonies communicate; it is 
the expression of human striving 
for a better world for humanity 
that makes Beethoven’s Ninth 
Symphony communicate — not 
“the sound of God” then, but 
the sound of human hope, fear, 
endeavour and spirit (with a 
small “s”). ‘Take the music to 
have religious meaning if you 
want, as many do, which is 
perfectly fine, but don’t put it in 
a compound marked “religious”. 
The music of Beethoven and 
Bruckner is wonderful partly 
because it is far too universal 
for that religious appropriation; 
how else could it mean so much 
to so many of the non-religious? 
Christopher Pugh 
Belper, Derbyshire, UK 
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Editorial notes 


In Jonathan Freeman-Attwood’s 
feature on Junior music 
departments (February, page 40), 
the copy should have read: 

“At the Royal Academy, 
Jonathan Willcocks (son of 

Sir David and a distinguished 
composer and educationalist) 
took the Junior Academy from 
the late “80s and transformed 
it...” We apologise for the error, 
which was entirely ours. 

We stated that the Naxos 
disc of Bizet’s Clovis et Clotilde 
was the work’s first recording 
(February, page 13), In fact, there 
is a recording from 1988, also 
by Casadesus, available on Apex 
0927 48995 -2. 

Our review of Ivan Fischer’s 
Channel Classics recording of 
Beethoven’s Symphonies Nos 4 
and 6 (January, page 59) took its 
editor to task for a moment of 
“dead sound”. This was wrongly 
attributed to the editor when 
in fact it was a musical decision 
on the part of the conductor. 
‘The instance cited, the moment 
before the muted horn’s solo 
entry on the final page of the 
Pastoral, does contain a musical 
pause where none is present in 
the score that our reviewer found 
off-putting, but checks have 
revealed that this pause emanated 
entirely from the conductor and 
orchestra. Apologies to the editor 
in question, Jared Sacks. 

We incorrectly stated 
that Mark Padmore and 
Paul Lewis were recording 
Die schéne Miillerin (In the 
Studio, December, page 76) 
when, in fact, they were 
recording Schwanengesang. 

Rob Cowan writes: T must 
apologise for a slip-up where 
I wrongly stated that Bruno 
Walter never recorded 
Schumann’s Fourth Symphony 
commercially (Replay, February, 
page 101). Of course, had 
I paused to think a little longer, 
I would have recalled two 
versions on 78s, one with the 
Mozart Festival Orchestra, the 
other with the LSO. What I 
actually meant was that there was 
no other American recording. 

A senior moment, I’m afraid! 








JOHN ALLDIS 
Choral Conductor 
Born August 10, 1929; 
died December 20, 2010 
The choral conductor John 
Alldis, who has died aged 81 in 
London, studied under Boris 
Ord, music director at King’s 
College, Cambridge, and 
subsequently made his name 
as a pioneering conductor of 
contemporary choral music. 
If perceived wisdom proposes 
that the sorts of composers 
Alldis championed — Birtwistle, 
Finnissy, Richard Rodney 
Bennett, David Bedford, 
Ferneyhough and Lutyens — 
stood in opposition to everything 
the Cambridge choral tradition 
represented, Alldis was a 
conductor of unique breadth. 
Renaissance music, and music by 
Vaughan Williams and Delius, 
remained part of his life, too. 
The John Alldis Choir gave 
their debut concert in 1962 
with the premiere of Alexander 
Goehr’s A Little Cantata of 
Proverbs, and quickly became 
the first-call British choral 


group, infinitely dependable 


and versatile. They gave 

the European premiere of 
Stravinsky's Requiem Canticles 

in 1972 under Boulez (and 
contributed to Boulez’s 
complete recordings of 
Schoenberg and Webern), 

and were the house choir for 
Colin Davis’s trailblazing 1970s 
Berlioz cycle for Philips. And 
word also reached The Duke: 
the Alldis Choir performed with 
Duke Ellington’s Orchestra in 
1973 at Westminster Abbey; the 





John Alldis: 
relished the new 


resulting album, “Third Sacred 
Concert”, was Ellington’s 
last recording. 

In 1966 Alldis founded the 
London Symphony Orchestra 
Chorus, and in the December 
1967 issue of Gramophone, 
Edward Greenfield royally 
praised the Alldis Choir’s recital 
dise of Schoenberg, Debussy, 
Messiaen and Bruckner — in the 
selection of Bruckner motets, 
“T was hardly prepared for 
[their] devotional intensity,” he 
wrote. Later Alldis conducted 
the London Philharmonic 
Choir, and was guest conductor 
of the Netherlands Chamber 
Choir and ‘Tokyo Philharmonic 
Chorus. His professional life 
was cut short by a devastating 
stroke in 2003, 

Alldis’s eldest son, jazz pianist 
and singer Dominic Alldis, tells 
me: “I would like my father to be 
remembered for his contribution 
to new music. After having 
been a chorister and choral 
scholar at King’s, Cambridge, 
he relished the opportunity 
to create something new and 
exciting within English choral 
music, Composers in the ’60s 
and ’70s such as Goehr, Lutyens, 
Birtwistle, Maxwell Davies and 
‘Tavener encouraged him to form 
a professional choir to perform 
their music, and I recall him 
spending many hours preparing 
and deciphering their complex 
scores, always with diligence 
and respect. I now cherish the 
childhood memory of sitting 
in concert halls and windy 
churches imbibing this ‘atonal’ 
sound world!” Philip Clark 
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COMING NEXT MONTH OO 


New Label! 


GRAMOPHONE ICA Classics 


International Classical Artists becomes the 


Sesgaeaeaea eae eee eee aeeae Ss ele UMLIEUi Lelie elmeelenler lam Cem U la leig 


its own audio-visual label ICA Classics. 
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Since the pioneering days when 
Shostakovich and Vaughan Williams began 
scoring motion pictures the lines between Rudolf Kempe David Oistrakh 
film and classical music have been blurred. nee : 
Hugely popular, yet often dismissed, film 
music is rarely seriously discussed. 
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All that changes next month, with a packed 
special issue devoted to the ‘classical’ 
music of the movies. When is film music 
classical? Why does experimental music 
succeed better on screen? How were 

NEM el luk leh Clarets TIT CH 
affected by their forays into films? For 
answers to the most fascinating questions 
around film music, don’t miss it. 


Also in the April issue 


The Gramophone Collection: 
WET EE eR ER) ele tle] 
started life as the soundtrack to the film 
Scott of the Antarctic. Geoffrey Norris finds CL SS 


the best performance on ltrs the ru Arts Trio, Garrick Ohlsson, Charles Munch, 
Antoni Wit, Hartmut Haenchen 
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James Inverne's pick of this month's outstanding new discs - hear excerpts online 





GRAMOPHONE 


You can hear 
substantial excerpts 
from all of this 
month's Editor's 
Choices on the online 
Gramophone Player. 
There you will also 
find links to buy, as 
well as other musical 
tracks and complete 
recordings linked to 
features in this and 
Drevious ISSUES. 
This month 
Gramophone pays 
tribute to the late, 
much-loved tenor 
Hugues Cuenod, who 
died recently at the 
age of 108. The 
Gramophone Player's 
“From the archive’ 
section features a 
complete recording of 
Cuénod (below) 
singing English and 
French lute songs 
from the 16th and 17th 
centuries. It's a lovely 
recital, traversing 
Dowland, Morley, 
Crecquillon and others. 
Enjoy, all through the 
Gramophone Player at 
www.gramophone.co.uk 
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HINDEMITH 

Music for Viola 

and Orchestra 

Lawrence Power va 

BBC Scottish Symphony 
Orchestra / David Atherton 
Hyperion 

If there is a viola player 
with a finer, more 

deeply ingrained feel 

for Hindemith’s complex 
sound world than 
Lawrence Power | don't 
know his name. Our 
reviewer Guy Rickards 
hails this impactful new 
release as “the new market 
leader”. Power's playing, 
single-minded in its 
intensity, superbly marries 
colour and profundity. 

> REVIEW ON PAGE 58 
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GERLINER 
PHILHARMONIKER 
SIMON RATTLE 


MAHLER 

Symphony No 2 

Kate Royal sop Magdalena 
Kozena mez Berlin Radio 
Choir; Berlin Philharmonic 
Orchestra / Simon Rattle 
EMI 

Here's my confession. 

I'm not a great fan of 
Simon Rattle’s famous 
first recording of Mahler’s 
Second Symphony (too 
deliberate, too planned). 
But there’s nobody I'd 
rather hear conduct it live, 
where it crackles with a 
dangerous spontaneity. 
This new Berlin account 
is more satisfying than 
the first go, with some 
stunning playing. 

> REVIEW ON PAGE 59 





Reissue of the month 






DVORAK 
COMPLITE PLAN) WORKS 
bas Boece, 


Are we in the middle of 

a Dvorak revival? I'm not 
sure why | think we might 
be, but in any case there 
have been some wonderful 
releases recently dedicated 
to this composer which 
have caught my ear (I'm 
still frequently returning to 


the Emerson Quartet's “Old 
World - New World” album). 
Yet the piano music 
tends to get forgotten 
about, strangely so, given 
that Dvofak started his 
musical life as a pianist and 
wrote so inventively for 
the instrument. So a hearty 
“thank you” to Brilliant 
Classics for disinterring Inna 
Poroshina’s collection of 
the complete piano works. 
Recorded in Kiev in the 
late 1990s, they are simply 
wonderful. At super-budget 
price, don't hesitate. 
> REVIEW ON PAGE 79 





MAHLER 

Symphony No 9 

WDR Symphony 
Orchestra, Cologne / 
Jukka-Pekka Saraste 

Profil 

A knockout Mahler Ninth 
from Cologne comes 

(to me at any rate) as a 
complete surprise. Next 
to famed Mahlerians such 
as Rattle, Ivan Fischer, 
Claudio Abbado et al, 
Jukka-Pekka Saraste has 
rather slipped under the 
radar. But don't miss this, 
a blistering performance 
that, without undue 
flamboyance, leaves you 
shattered. I'll be listening 
to it again - and often. 

> REVIEW ON PAGE 61 
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PIERNE 

Piano Concerto, Op 12 
Jean-Efflam Bavouzet pf 
BBC Philharmonic 
Orchestra / Juanjo Mena 
Chandos 

Two relatively recent 
Chandos recruits are 
showcased here to rather 
dazzling effect. Juanjo 
Mena, the BBC Phil's 
incoming chief conductor, 
makes a marvellously rich 
impression here. Bavouzet 
already feels like an old 
friend and turns in what 
we have already come 

to expect - a scintillating 
display of intelligent 
pianism. A hugely 
enjoyable disc. 

> REVIEW ON PAGE 61 





DVD & Blu-ray of the month 





Hands up if you've seen 
Gounod's opera Mireille. 
Not many, | suspect, and 
if you have you can feel 
justifiably smug about the 
fact, since it is rarely done. 


In terms of box-office 
pulling-power, Faust it isn't. 
It’s actually jolly good, a 
tale about forbidden love 
which ultimately involves 
pilgrimages through the 
desert, witchcraft, you 
know the kind of thing. 
This production is by 
Nicolas Joel, his calling- 
card as the new director 
of the Paris Opéra National. 
Very fine it is too, and 
well cast (Inva Mula is one 
of those sopranos whose 
fame hasn't quite equalled 
her talents). Give it a try. 
> REVIEW ON PAGE 95 
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Lisa Batiashvili plays Shostakovich: 


“This unmissable disc is Lisa Batiashvili’s first great recording.’ 





VIVALDI 
Flute Concertos 
Arte Dei Suonatori / 


Alexis Kossenko f/ 

Alpha 

No, this isn’t a case of 
the usual suspects - Arte 
Dei Suonatori are more 
cunning than that. They 
mix up some expected 
favourites with relative 
strangers and what is 
there is filled with a sense 
of scholarly adventure. 
The absorbing booklet 
essays by the flautist 
Alexis Kossenko almost 
have a sense of quest to 
them, while his and his 
colleagues’ playing is full 
of colour and character. 
> REVIEW ON PAGE 66 





BARTOK Sonata for Two 
Pianos and Percussion 
RIHM Schrift-Um-Schrift 
Franz Schindlbeck, 

Jan Schlichte perc 
GrauSchumacher Duo 


Musical hands join across 
the decades here, ina 
fascinating new release 
that couples the conflicted 
restlessness of Barték 

in 1937 with one of his 
natural heirs, Wolfgang 
Rihm. Conflicts and 
musical fracturing 
abound in a satisfyingly 
challenging disc and 

one which boasts totally 
committed performances 
from its musicians. 

> REVIEW ON PAGE 68 
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SAINT-SAENS 

Music for Wind Instruments 
Canada’s National Arts 
Centre Wind Quintet; 
Stéphane Lemelin pf 
Naxos 

What was Saint-Saéns’s 
state of mind during the 
last year of his life? If 
music gives Us a way into 
such things, then this is 

as good an indicator as 
any. As with so much of 
this composer's music, 
these works are warm and 
astonishingly melodic. But 
it also seems as though he 
would have moved into 

a new, more economical 
style had he had the time. 
Fine performances. 

> REVIEW ON PAGE 70 





LISZT 

‘New Discoveries, Vol 3’ 
Leslie Howard pf 

Hyperion 

Leave it to Leslie Howard 
to give us new discoveries 
for Liszt year. This pianist 
and scholar has tirelessly 
devoted much of his life 
to uncovering and 
recording the composer's 
work. So then, Vol 3 of his 
“New Discoveries” series 
for Hyperion. For Liszt 
fans, this will be 
self-recommending. 

For new converts, what 
better time to make 
some new discoveries 
than the composer's 
bicentenary year? 

> REVIEW ON PAGE 76 
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TALLIS. BYRD 
Cantiones sacrae, 1575 
Alamire / David Skinner 
Obsidian 

Whether or not this is 
the first-ever complete 
recording of the original 
order of the Cantiones 
sacrae (our reviewer 
points to an earlier LP 
version), it is an important 
release of hugely 
important music. Given 
that it was responsible 
for bringing an entire 
movement of polyphonic 
music to English society, 
it’s amazing how little it 
has been done. This fine 
release should keep us 
going for a while. 

> REVIEW ON PAGE 87 





Recording of the month 





‘ECHOES OF TIME’ 
Shostakovich Violin 
Concerto No 1, ete 

Lisa Batiashvili vv Bavarian 
Radio Symphony Orchestra 
/ Esa-Pekka Salonen 

DG 

Shostakovich’s First 
Violin Concerto is not a 


And other fine recent 
accounts have included 
Sarah Chang’s and Simon 
Rattle’s for EMI. 

So what’s special about 
this new one? What 
isn’t? Lisa Batiashvili 
announced herself as a 
musician of intelligence 


two seem to share similar 
attributes — a cool-headed 
approach that can start 
by sounding a touch 
remote but advances 

step by step until the 
listener finds himself 

at the work’s tortured 
heart. By the close of 






Lisa Batiashvili | 


- ECHOES OF TIME | 
i 





work, unlike the Cantiones and refinement when she the concerto, violinist 






sacrae (see above), that 


SYMPHONIEORCHESTER 
has had to beg for a 


; DES BAYERISCHEN RUNDFUNKS 
: Esa-Pekka Salonen © 


yh ape Wie" 


was signed to Sony not so —_and orchestra seem to 
long ago. But her move feel (at any rate certainly 








www.gramophone.co.uk 


recording. Most famously 
in recent years, Maxim 
Vengerov and Mstislav 
Rostropovich made a 
celebrated version that 
seems to be wearing less 
well, with critics at any 
rate, as the years go by. 


across to DG brings with 
it a stunning label debut 
of quite a different order 
of power than anything 
she has given us before. 
A major advantage is 
that she has Esa-Pekka 
Salonen by her side. ‘The 


make the listener feel) the 
composer's anguish, With 
well-chosen fill-ups, this 
whole, unmissable disc 

is Lisa Batiashvili’s first 
great recording. More 

to come, one hopes. 

> REVIEW ON PAGE 66 
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Riccardo Chailly renews his Decca contract 


he celebrated Italian 
conductor Riccardo * 
Chailly has re-signed 
his contract with Decca, 
making him one of the 
longest-serving exclusive 
artists recording today: 28 \ 
years since his first disc for 
the label. The day after a 
sensational concert at the 
Barbican with the Leipzig 
Gewandhaus Orchestra — 
which garnered some of the 
most ecstatic reviews seen 
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scheduled for release next autumn ahead 
Paul Moseley and 


Pa ae te of live cycles at the Barbican and in Paris, 


Vienna and Leipzig. 

“Maestro Chailly has been an important 
part of the Decca family for a very long 
time but renewing with him is genuinely 
rejuvenating for all of us,” said Moseley. 
“Every project he takes on is re-conceived 
from first principles and his partnership with 
the great Leipzig orchestra is recognised 
worldwide as simply electrifying. We can’t 
wait for his Beethoven cycle and realising our 
other new plans together.” 

Riccardo Chailly has won many 


in the London press for a long time — Chailly 

joined Decca general manager Paul Moseley 

to renew his association with the label. 
Among the projects promised — all with 


the Gewandhaus Orchestra, of which Chailly 


has been Kapellmeister since 2005 — are a 
disc of Hindemith’s Konzertmzusik, Verdi's 
Requiem and a new cycle of the Brahms 
symphonies. First up, though, is a cycle of 
the nine Beethoven symphonies, which is 


Gramophone Awards including, most recently, 
the 2007 Recording of the Year for his set of 
Brahms’s two piano concertos with Nelson 
Friere. He was named Artist of the Year 

in 1997, 











OAE launches own label 


he Orchestra of the Age of Enlightenment is cementing 

its position as one of the UK’s leading ensembles by 

launching its own label in association with Signum 
Classics. Under the banner “not all orchestras are the same”, OAE 
Released will reflect the orchestra’s 
as a self-governing group with no single artistic director. 

“We felt the name OAE Released was meaningful on many 
levels — with this new label we’re being released into the 
worldwide marketplace so that people from Hong Kong to 
Los Angeles can listen to our unique music-making, and it also 
reflects the OAE’s freedom of approach,” said William Norris, 
communications director. First to be issued in February will be 


“independent, pioneering ethos” 


Monteverdi's Vespers with the Choir of the Enlightenment under 
Robert Howarth. Following this in the autumn will be an archive 
recording of Sir Charles Mackerras conducting Beethoven’s 
Symphony No 9 at the Edinburgh 

Festival in 1994, and in December 
the label will release a live 
recording from January 2011 of he ai 


Monteverd: 


Vladimir Jurowski conducting a 
programme of Wagner, Mahler 
and Liszt with mezzo-soprano 
Sarah Connolly. 

Recordings will be available 
on CD and as downloads from 
i Funes, eMusic, Naxos, Amazon, 
eClassical and the OAE’s website. 











The BBC Singers appointed Paul 
Brough to the role of principal guest 
conductor in January. He joins chief 
conductor David Hill, conductor 
laureate Stephen Cleobury, and current 
principal guest conductor Bob Chilcott, 
with whom he shares his position. 
Brough is director of music at All Saints 
Margaret Street, London. 
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Classical music names in the 2011 
New Year Honours list were led by 
English National Opera chairman 
Vernon Ellis and mezzo-soprano 
Felicity Palmer. Ellis, who was 
knighted, is also chairman of the 
Classical Opera Company, while 
Palmer was made a Dame following 
her CBE award in 1993. 
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Hannu Lintu 
joins Finnish 
Radio Symphony 


he Finnish Radio Symphony 
Orchestra has appointed a new chief 
conductor — Hannu Lintu. 

Lintu, currently artistic director and chief 
conductor of the Tampere Philharmonic 
Orchestra, will take up the role from the 
2013/14 season, though he will serve as 
principal guest conductor for the season 
beforehand. The contract is for three years, 
with an optional two-year extension. 

He succeeds Sakari Oramo, whose contract 
comes to an end in spring 2012 but who will 
continue his conducting relationship with 
the orchestra, 

“Though the FRSO will be sharpening 
its profile even further on the international 
circuit, its core mission 1s to carry out the 
Finnish Broadcasting Company’s role of 


safeguarding Finnish culture,” said Lintu. 
“Tt is the FRSO’s job to be innovative and to 
keep its finger on the pulse of the times.” 





TA kK | N c; N (\T kK limited” conductors found his Rattle and Pierre Boulez. own risk,” said 


WHAT THE PAPERS SAY... compositions too challenging, www.telegraph.co.uk Conservative Earl 

No names were mentioned but Attlee. “A difficulty 
The Daily Telegraph he implicated some well-known BBC News is, if we regulated, 
Sir Peter Maxwell Davies peers: “I had furious rows with A House of Commons motion we would get the 
has made a scathing attack some of them. Some of them are __ to allow musicians to carry lowest common a 
on “too many” conductors very well known. They wanted instruments on planes has been denominator and it - = 
“churning out production-line to keep their world safe, but rejected by the House of Lords. might discourage 
performances”. The composer music is not safe and nor should “If airlines want to acquire a the industry from coming up 
claims he only began conducting __ it be.” Spared from criticism bad reputation with musicians with an innovative solution.” 
himself because “lazy and were “real masters” Sir Simon then they can do so at their www.bbc.co.uk/news 
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Lisa Batiashvili 


The Georgian violinist on her Shostakovich DG debut 


Shostakovich’s First Violin Concerto is as 
popular as it’s ever been just now - we’ve 
recently seen a number of recordings. 
There are many things very attractive about it, 
[ heard it first in a recording by David Oistrakh, 
which impressed me very much and told me 


se Ca 


¥ - ” 
. 
hog 


ea 
Oo 
s 
: 










a story of that Soviet time that somehow 
[also experienced in my childhood. But today 
I see very young poeple playing it. It has so 
many facets, such depth and at the same time 
incredible virtuosity, so you can, somewhat 
ironically, have a fantastic time playing it. 


Has the Oistrakh recording you heard 
guided your own interpretation? 

Oistrakh himself has. He worked together 
with Shostakovich on this piece. And I went 


through it with Mark Lubotsky, who was movement, when he describes the ugliness 
Ojistrakh’s student. I hardly played it for of that time while being fun and ironic. The 
him, we just sat and talked about it and he third brings real desperation with a cadenza 
would play passages to me to give me an full of human despair. Then, by the fourth, 
idea of the reason why a particular passage is everything is burning and out of control: it’s 
there. Working with him, experiencing that like dancing in hell — we’re not in our life 
direct line to Oistrakh and through him to anymore. That’s what Lubotsky told me... 


Shostakovich, has been a revelation. 

... he grotesquerie of much Russian art? 
Compare the moods of all the movements. Yes. But the regime said everything was nice 
The first is like a mirror of a kind of senseless — and you weren’t allowed to be unhappy! That 


life, with the violin looking for the melody, was the true grotesquerie. People couldn’t 

and it’s so disorientating. Then comes express that in words. 

typical Shostakovich sarcasm in the second ‘Echoes of Time’ is reviewed on page 66 
The Tetegraph 








The Sixteen and the Genesis 
Foundation have joined forces to 
launch Genesis Sixteen, the UK’s 

first programme for singers aged 18 

to 23 providing specific training for 
professional choral and consort work. 
The scheme includes four courses each 
year led by Harry Christophers and 
members of The Sixteen. 
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Former BBC Scottish Symphony chief 
conductor Ilan Volkov has been 
appointed music director of the Iceland 
Symphony Orchestra for three years. 
His contract begins next season — the 
orchestra's first in the newly built Harpa 
concert hall. Volkov will conduct six 
weeks of concerts in his first season and 
nine weeks in the subsequent two. 
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He may have been unorthodox - he of fad 
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ought else but sex, race, athletics, speech 
and art” - but, save for the nude Pert 

in the background, there is little to suggest 
Percy Grainger’s bizarre outlook on life in 
this wedding portrait from September 1928. 
Pictured with wife Ella Grainger (née Strom) 
in the couple’s home in White Plains, New 
York, Grainger had the photograph taken by 
Frederick Morse, his friend and secretary. 
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Resonus Classics, the world’s first solely 
digital label, will launch on March 28. 
Founded by Adam Binks and Jonathan 
Manners, the label will issue up to 10 
recordings a year as MP3, ACC, FLAC 
and WAV files. First to be released in 
March is the world-premiere recording 
of Mendelssohn's 1825 version of the 
Octet, featuring the Eroica Quartet. 





4 
or the r jedding itself, Which took place a 
; toners alice Syasey ge at the Hollywood Bowl, 
SRS ia ig ool afe lifes lek) sale Rel mala UVol 
To a Nordic Princess (Bridal Song). 
Australian-born Grainger’s compositional 
output is extensive, comprising both original 
compositions and folk-music settings. Both 
are celebrated at Kings Place from February 
17 to 20 in a special event to coincide with 
the 50th anniversary of his death. More than 
120 works will be performed, ranging from 








songs to wind-band feépertoire. Theréis also 

a choral workshop aiid a fascinating @vent, 
“Experimenting withiGrainger’, which focuses 
on one of his experimental MIETa Leas 
Electric-Eye Tone-Tool. The event ends with 

a seminar at the British Library, introduced 
by the festival's artistic director, Penelope 
Thwaites, who believes that, 50 years after 
his death, Grainger “is emerging as one of the 
most revolutionary cultural figures of 

the 20th century”. 


Also in March, New York’s 
Orchestra of St Luke's will open 
the new DiMenna Center 

for Classical Music. At a cost 

of $37m, the “acoustically 
optimised” facility will be the 
orchestra's first permanent home, 
used for rehearsal, recording and 
education programmes. 
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VIN WESTENBERG 
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The Specialist 
Classical Chart 


The UK's best-selling pure classical releases 





Pd al lO Ll Compiled in association with the BPI, 
mee by The Official Charts Company 


(7 (1) Forever Vienna 


I | 


__J André Rieu Decca 


2) | (2) Voices - Chant from Avignon 
Benedictine Nuns of Notre Dame Decca 


| 3 | (3) The 50 Greatest Pieces of 
_ / Classical Music L_PO/David Parry x5 


| @ Sospiri 
| Cecilia Bartoli Decca 


me] 





a | (11) Officium Novum 
) Jan Garbarek; Hilliard Ensemble ECV 





| | 6) Rossini - Stabat mater 
___ Santa Cecilia Orch / Pappano F\V// 


E ~ | (7) Tchaikovsky. Bruch - Violin 
#3 Concertos Nicola Benedetti 0G 





| e | (6) Whitacre - Light & Gold 
) Eric Whitacre Singers; Laudibus Decca 











| ¢ | (12) Italian Concertos 
_“ J Alison Balsom; Scottish Ensemble &£/\// 
10 0 | (Y) Shostakovich - Symphony No 10 


} RLPO / Vasily Petrenko Naxos 


Nicola Benedetti: 
steady atNo7 





Chart for week ending January 8, 2011 

(previous week's position in brackets) 

Log on to www.gramophone.co.uk for weekly 
updates of the chart, along with reviews of 
many of the featured recordings. 


© The Official Ciarts Company 2011 





John Morris Russell is to become chief 
conductor of the Cincinnati Pops Orchestra 
from September 2011, succeeding the late 
Erich Kunzel. Current music director of the 
Windsor Symphony Orchestra in Ontario, 
Russell was associate conductor of the 


Cincinnati Symphony Orchestra for 11 years. 


The Cincinnati Pops was founded in 1977 
and has made more than 100 recordings. 
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Lawrence Power 


The British viola player on completing his Hindemith 
series for Hyperion with the viola concertos 


This is the third and final volume in your 
Hindemith series. 

To record over three years every note that 
Hindemith wrote for the viola has been 

a treat and a challenge. I grew up playing 
Hindemith and essentially I just think he’s 

a fantastic composer. I find a lot of humour 
and character in his music, and he combines 
rhythm and harmony in a really fascinating 
way. Unfortunately, he has an undeserved 
reputation for being academic and dull but, 
more than most composers, I think he has 
suffered from bad performances over the years. 


How did Hindemith’s style progress? 

It’s been interesting to start with the piano- 
and-viola sonatas and end with the concertos. 
Hindemith’s voice gradually became more 
unique and, by the concertos, he was pushing 
the boat out more and more, technically. He 
had the reputation of being an enfant terrible 
and there are certainly movements in the 
Konzertmusik where he’s having a joke with 
everyone — not least those who have to play it! 


Hindemith was himself a professional viola 
player. How did that influence his works? 
He clearly understood the difficulties of 
writing for viola and orchestra and, on this 
dise, with the exception of the Trauermusik, 


Consultant role for Renee 


Renée Fleming adds another strand to 
her busy career with her appointment 
as Lyric Opera of Chicago's first 
creative consultant. The soprano, 

who alongside Lyric music director 

Sir Andrew Davis is also elected to the 
company’s board of directors as vice 
president, will serve in the role for five 
years. She will curate a world-premiere 





there are no violins — it’s a cunning way to 
bring the viola through the texture better and 
it brings a particular colour to the music, too. 


Der Schwanendreher is the only work 
Hindemith labelled a concerto. 

It’s probably the best-known concerto among 
viola players — it’s the most lyrical of the 
three and the central movement is a beautiful 
lullaby. I see it as Hindemith’s personal 
reaction to what was happening in Nazi 
Germany at the ume. It has such a defiant 
opening and I really enjoy playing it. 
Lawrence Power’s Hindemith disc is 
reviewed on page 58 


opera in the 2015-16 season, develop an 
annual American theatre programme 
beginning with a new production of 
Oklahoma! in 2013, expand Lyric’s 
education and young-professionals 
initiatives, and continue to appear in 
Lyric Opera productions. 

“Lyric is home to so many talented 
and dedicated colleagues. | am eager to 
join forces with them as we work to keep 
opera relevant and meaningful,” she said. 





London’s Wigmore Hall and New York’s 
Chamber Music Society of Lincoln 
Center will form a new “cross-Atlantic 
partnership” from November 2011. The 
first residency will feature CMS artistic 
directors, cellist David Finckel and 
pianist Wu Han, alongside CMS artists 
in three evening recitals over a 
week-long period in London. 
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NEW PRODUCTION 


bya) 


heohwann Strauss 
Supported by the WNO Partnership 


An irresistible Viennese treat 


WECM UI elder lech iae The Mayflower, Southampton Milton Keynes Theatre 

12, 19, 25 & 27 February 23 & 25 March 13 & 15 April 

and 3 & 5 March 0845 601 0896 | mayflower.org.uk Ofer A eA ley 

0845 6012387 | wmc.org.uk ambassadortickets.com/miltonkeynes 
The Bristol Hippodrome 

ST Lema ) eles 30 March & 1 April real gu AER Mim aa Um he a eos 

9 & 11 March 0844 847 2308 


WNO also performs Verdi's // trovatore - 
visit wno.org.uk/trovatore for details. 


0844 338 5000 bristolhippodrome.org.uk 


birminghamhippodrome.com 
Theatre Royal Plymouth 


Venue Cymru, Llandudno 6 & 8 April 
iWaaa melas 0845 601 0897 | theatreroyal.com 
0845 601 0893 | venuecymru.co.uk 
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Registered Charity No 221538. Image by Deirdre Clancy 


PHOTOGRAPHY: HARALD HOFFMAN/DG 





A CONVERSATION WITH... 





Ye 


+ 





‘Daniel F: 


— 


INTERVIEW SOUNDBITES 





a 





\ oes 
. 


Anastasia Tsioulcas defies a snowstorm in New York to quiz the violinist on his new 


album, ‘The Romantic Violinist, which pays tribute to Joseph Joachim 


ramopbone’s chat with British violinist Daniel Hope 

seems utterly damned by the weather gods. A few weeks 

ago a scheduled in-person talk with the musician had 

to be cancelled due to a winter storm in London; now a 

massive storm has buried the New York City area in a 
foot and a half of snowfall. 

With that, I abandon hopes of meeting Hope in person at Carnegie 
Hall, where he is currently rehearsing with the youthful New York 
String Orchestra, a midwinter training camp for young musicians 
founded by Alexander Schneider and for the past 15-plus years led by 
Hope’s longume friend Jaime Laredo. But the brilliant and fercely 
intelligent violinist affably agrees to a 
hastily rearranged conversation that 
takes place by phone instead to discuss 
his newest project, “Che Romantic 
Violinist”, in which he pays tribute to 
the legendary Joseph Joachim and to Joachim’s circle, which included 
Brahms, Bruch, the Schumanns and Dvofrak. 

“Starting out with this, I only knew Joachim as the one who edited 
the Brahms Violin Concerto,” says Hope. “But in starting to read about 
him, I was amazed by his influence on artistic life in general in the 19th 
century. He rediscovered the Beethoven Violin Concerto for us,” Hope 
enumerates. “He forged relationships between composers; he forcibly 


introduced Brahms to Robert and Clara Schumann. He advised Dvorak. 


And of course he was a composer as well; I didn’t really know his music 
apart from the ‘Hungarian’ Concerto, and so it was very interesting to 
me to learn about how he became a disciple of Liszt, and then broke 
with him totally.” 

In certain ways, Hope says, Joachim and other artists of his time 
present a model for life as a mulu-skilled, thoroughly 2 Ist-century 
musician such as himself. “In those days,” Hope explains, “it was 
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‘At some point we got enmeshed in 
the star culture of the 20th century’ 


totally normal to take on all sorts of different roles and responsibilities. 
Mendelssohn, for example, was a presenter; he raised money and he 
organised festivals. At some point we got away from that multifaceted 
musical education and got enmeshed in the star culture that was so 
central in the 20th century. But Joachim and others were great helpers 
in spreading the musical word — back then it was a necessity to be a 
guiding force as well as a player.” 

“Guiding force” would be as good a description as any for Hope’s 
work, which extends past the solo artist’s traditional touring/recording 
circuit to encompass his roles as an author (with two best-sellers 
published in Germany and a third book on the way), a broadcaster and 
a live presenter who serves as artistic 
partner in Germany’s Mecklenburg- 
Vorpommern Festival and as associate 
artistic director of the Savannah Music 
Festival in Georgia. 

Perhaps an even better description for Hope’s work is to call it 
story-telling. “I think of my albums as much larger musical projects,” 
he says. “As ever for me, it’s not just recording a CD, it’s a multi-year 
project. [t’s not just putting pieces together but looking for stories that 
have some kind of narrative thread, either political or historical. ‘That's 
what makes me tick,” he explains. “My last recording, ‘Air’, was about 
exploring the Baroque; “Che Romantic Violinist’ is a way of examining 
Romantic music more broadly.” 

Behind it all is the violinist’s voracious love of music. “I wanted to 
play the violin and was lucky enough to be able to do so from early 
on,” he reflects. “But playing wasn’t enough for me. I had a much more 
all-consuming obsession with music. Ninety-nine per cent of what I do, 
whether it’s writing or presenting or commissioning music — it’s 
a constant search for music, a constant addiction.” @ 

“The Romantic Violinist” is released by Deutsche Grammophon on March 1 
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With the award-winning HD 800 we have achieved a quantum 
leap in headphone technology. To find out how and for a 
demonstration, visit www.ha800.co.uk 
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Harrison ‘Birtwistle 


The composer looks forward to a new recording 
of his orchestral works on the NMC label 


his May NMC is 
releasing a CD 
of three of my 
works — The Shadow 
of Night, Night's 
Black Bird and The Cry of Anubis. 
They’re all premiere recordings, 
despite the fact that I wrote 
them some time ago. The Cry of 
Anubis dates from 1994 — why it’s 
taken this long to record it I have 
no idea. Does anybody record 
music anymore? It’s not like it 
used to be. 
T haven’t had much to do 
with the recording itself. It 
took place in July last year in 
Manchester with the Hallé 
and, although I haven’t heard 
them perform in years, I believe 
they’re a wonderful orchestra. 
But I can explain how these 
pieces came about. 


When I wrote The Cry of 
Anubis, | was composer-in- 
residence with the London 
Philharmonic Orchestra. I had to 
“justify” the atle ’d been given, 
as it were, so I suggested a series 
of five pieces for the principals 
of the orchestra — and The Cry of 
Anubis was the first and the last 
one! P’ve always had a lot of favour 
with the tuba — it has hidden 
qualities. With the whole question 
of recognising the vocal qualities 
of an instrument, what comes to 
mind is Mozart and the lyrical 
potential he found in the bassoon 
with his Bassoon Concerto. 

It was quite an extraordinary 
achievement, particularly for 
such a young man. The slow 
movement is surely one of the 
great alto arias of Mozart. And 
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‘| compose all the time. Even when 


| don't have a pencil in my hand’ 


then there’s Beethoven. I was 
listening some time ago to his 
Fourth Symphony and he, too, 
recognises a quality in the bassoon 
that didn’t exist before. Likewise, 
the tuba has always had — and 
don’t ask me to justify it — these 
qualities that could be exploited. 
Not only that, shortly before The 
Cry of Anubis, | wrote an opera, 
The Second Mrs Kong, in which 
Anubis — the jackal-headed god 
of the necropolis in Egyptian 
mythology — was a significant 
character. I used the tuba to 
emblemise that character. I’m 
pleased Owen Slade is playing 
on this recording as he gave the 
world premiere performance 
back in 1995, 


The other two works, 
The Shadow of Night and Night's 


Black Bird, belong together. They 
share a unique element, if I can 
say that, in that they both start 
from the same place and end in 
the same place, although their 
internal journeys are different. 

[ wrote The Shadow of Night in 
2001 — a commission from the 
Cleveland Orchestra. The title 
comes from a dark poem by 
George Chapman (1559-1634). 
As you read it, you get the 
general order of this feeling of 
melancholy, an expression of the 
qualities of the night. [ also took 
inspiration from John Dowland’s 
lute song “In darkness let me 
dwell”. The three-note motif 
that opens Dowland’s work — a 
gesture that goes up a semitone 
and back again — permeates both 
The Shadow of Night and Night's 
Black Bird. 


In the process of composition, 
at any point there are many 
directions you can go. It’s not 
about rejection — any direction 

is as good as any other direction, 
it’s what you do with that 
direction that matters. With The 
Shadow of Night and Night's Black 
Bird, | thought it would be an 
interesting idea to create the same 
substratum, the same soil, for 
both — but in certain aspects they 
take different pathways through 
this shared terrain. There’s 
another analogy, too, in that 
Dowland set the Lachrymae seven 
times — his settings have the same 
harmony but the figuration and 
the direction of the inner parts is 
different in each piece. 


I compose all the time. Even 
when I don’t have a pencil in my 
hand, I’m still composing. ‘There 
are no rules —I have a studio at 
the bottom of my garden and, 
depending on how it’s going, I'll 
stay there for hours, sometimes 
forgetting to eat and drink. You 
can’t be self-conscious — you 
can’t say, “I’m going to strive to 
surprise the listener all the time”, 
because that doesn’t work. At 
the same time, the element of 
surprise is the difference between 
greatness and mundanity. In 

the case of Beethoven, he is the 
master at never doing what you 
think he’s going to do. On the 
other hand, I listened to a piece 
by Spohr the other day and it 
was totally predictable — like that 
wood stain you can buy that does 
exactly what it says on the tin! @ 
Harrison Birtwistle’s NMC 
recording will be issued m May 
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harlie Siem is the very model 





of a modern violin virtuoso. 
In fact, “model” is an entirely 
appropriate word: alongside 
a hectic international touring 
schedule and an album out this month 
under a new contract with Warner Classics, 
he still finds ime to appear in Italian Men’s 
Vogue in a photo shoot with “the groover 
from Vancouver”, Bryan Adams. His 
celebrity chums also include photographer 
Mario Testino, who avers that Siem’s 
“contemporary look mixed with his 
mastering of the violin...bring a freshness 
into the world of classical music”. 

Of course, the suits and the shoots are 
only the icing on the cake. Underneath 
lies a serious musician, half-Norwegian, 
half-British, educated at Eton and 
Cambridge, a pupil of Itzhak Rashkovsky 
and Shlomo Mintz and now linked with a 
1735 Guarneri del Gest fiddle once much 
loved by Menuhin. Siem hit the record 
racks in 2008 with a disc of Elgar’s Sonata 
coupled with music by Grieg and he has 
since performed throughout the world. In 
2009 he accompanied the Royal Ballet at 
Covent Garden and in Cuba, Germany 
and Denmark. 

‘The new disc grew from that dance 
collaboration. Choreographer Johan 
Kobborg’s ballet was inspired by the 
“encore” pieces of Itzhak Perlman and 
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‘kichard Eyre 


On the parallels between theatre director and conductor 


eople often ask me what a 

director does in the theatre. It’s 

not a naive question and it’s not 

paranoia — or at least not only 

paranoia — that makes me avoid 
answering this question. Directing is a matter 
of understanding the meaning of a scene — and 
for that matter a play — and staging it in the 
light of that knowledge. It’s your choice of 
actions and adverbs that constitute the craft of 
directing. By which I mean: get up from that 
chair and walk across the room...slowly. Or 
quickly. Or brightly. And so on. Add to this 
the nouns, “detail” and “patience”; and the 
maxim, “Always remember tomorrow is not 
the first night,” and you have said more or less 
all that can be said of the craft of directing in the theatre. Of course 
all this has to be underwritten by a clear view of what the play is 
trying to say and why. And the “why” is as important as the “what”. 
By making choices about casting, design, costume and performances, 
it’s impossible not to be taking a view about how people live, how 
they behave and how they are influenced. A production starts its 
existence as a tone of voice and of colour — at the beginning it has a 
shape as formless as a shadow on a sheet on a washing line — but by 
reading the play repeatedly and discussing it with the designer and 
then illustrating it, it starts to come off the page and acquire a clear 
physical shape. 

A director tries to ensure that the play will come alive in 
performance. Spontaneity — or the appearance of spontaneity — is 
everything and to get there you have to go on a methodical, prolonged 
and uncertain journey, sometimes through weeks of rehearsals. A 
rehearsal is an exploration — the writer 
provides the territory and the director 
draws the map as the journey progresses. 

A rehearsal is a time when actors 
experiment, invent, explore, discuss, 
dispute, practise and play and it’s the job 
of a director to create a world — private 
and secure — where this activity can go on without fear of failure. 
There is no method that guarantees a good rehearsal and it’s as hard to 
know why some highly articulate, learned and intelligent directors 
seem unable to animate a cast of actors as it is to understand how the 
same orchestra can be inspired by some conductors and seem 
commonplace in the hands of others. 

I’ve recently had the opportunity of watching two conductors at 
work at first hand: Yannick Nézet-Séguin and Ed Gardner. They 
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‘Ed Gardner occasionally 
made a gesture to one section 
like sprinkling salt into soup’ 
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both conducted my production of Carmen at 
the Metropolitan Opera — Yannick at its 
premiere last December and Fd recently in a 
revival. It was the Met debut for both of these 
strikingly young (mid-30s) and strikingly 
good conductors, who were also strikingly 
good collaborators. Of course the music 
reigned supreme, but we sat side by side in the 
rehearsal room and shared views on 
performance, tempi, staging and motivation 
without demarcation. 

Then the partnership changed. The 
orchestra arrived, the conductor stepped on 
to the podium and, while it wasn’t the end of 
the collaboration, it was an end to discussion. 
I’m fascinated by the first encounter of an 
orchestra and conductor, There’s rarely a word from the conductor 
—no “I see this piece as X or Y or Z” — merely a greeting, a slightly 
nervous smile (not always reciprocated), the necessary instruction 
about where to start from in the score, an upbeat and then they’re off. 
In this case they weren’t on autopilot, even though they'd played 
Carmen hundreds of times; they were playing expressively, they were 
following the conductor; they trusted him. 

‘The means by which this is achieved is somewhere between 
telepathy, osmosis and semaphore. Both conductors were clear and 
vigorous with their batons. Ed occasionally made a gesture to one 
section like sprinkling salt into soup; Yannick sometimes turned his 
hand as if opening a door with a long doorknob. There were no 
theatrical gestures, no self-regard, no narcissism. ‘They endorsed the 
musicians’ skill, showed pleasure in their playing — glee from Yannick, 
joy from Ed — and, without verbal instruction or comment, after their 
first encounter with the orchestra they 
had not only communicated their 
intentions but more importantly the 
orchestra had discerned that they had 
intentions and that they had the 
knowledge and technical capacity in 
their hands, eyes and body to 
communicate that knowledge. Conductors don’t control an orchestra; 
they create the conditions in which it can function, in which the 
whole can become greater than the sum of the parts. 

Shortly before the first dress rehearsal of Carmen a member of the 
(excellent) Met chorus said to me: “We’ve enjoyed working with you.” 
I simpered gratefully. “We give directors about two minutes to see if 
they know what they’re doing.” 

Two minutes? I think orchestras give conductors about two bars. © 
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‘Philip Kennicott 


Why opera on DVD can be a mixed blessing 


ver since Decca first started letting 

people know it was forthcoming, I’ve 

been anxious to lay hands on Cecilia 

Bartoli’s new DVD of Halévy’s 

Clari. It was advertised on her recent 
“Sospiri” collection, a greatest hits album that 
tends to accentuate the lyrical and melodic 
loveliness of Bartoli’s voice at the expense of 
the pyrotechnical pizzazz. But what would 
Halévy’s Clari be like? As someone who adores 
La Juive, despite never having heard a really 
adequate recording of it —a live version from 
1973 with Richard ‘Tucker is horribly cut, 
though hints at the overwhelming power of the 
work — I was eager to hear more. 

But alas, grand disappointment. Debuted in 
1828, seven years before La Fuive, Clari is not 
Halévy in his French Grand Opera mode, but 
instead channels the Italian style of Rossini. I 
still hear Halévy’s imprint on the music, on the 
melodic line and the harmonic language, but 
overall this is about vocal display, fast tempi 
and all-too-generic bel canto melodic liquidity. 
The musical interest is mostly on the surface. 
‘The grand integration of drama, orchestra and vocal line which Wagner 
believed he invented in the name of German art, but which was in 
fact fully embodied in the best operas of Meyerbeer and Halévy, isn’t 
obvious in Halévy’s early Italian opera semiseria. 

I can’t blame my disappointment on Bartoli, who sings gorgeously. 
And the production, by Moshe Leiser and Patrice Caurier, is at least 
visually alluring. But IT was hoping for something that would extend and 
amplify my pleasure in La Fuzve, rather than another opera that extends 
Bartoli’s admirable infatuation with the career and legacy of 
Maria Malibran, who created the opera’s title-role at its premiere. 

‘There’s something about DVDs, it seems, that accentuates things like 
artistic motivation. If Bartoli had recorded Clari in the studio, we'd have 
a recording that was obviously driven by her interest in the music and 
one might take it down from time to time and skip around to the good 
bits. But on DVD she becomes even more the centre of the show. It 
feels like a Bartoli vehicle, not an addition to the Halévy catalogue. 

DVDs also accentuate opera’s collaborative 
elements. Leiser and Caurier’s production, 
staged at Zurich Opera in 2008, is professional 
and slick, with video to tell the back story of 
this young girl who leaves her family and shacks 
up with a sleazy Duke in hope of a marriage 
that will bring wealth and wild nights of love. 


Bartoli’s 
singing aside, 
Clarion DVDis 
disappointing 


It’s melodramatic and naive and the producers 
respond by creating a polished cartoon of 
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‘The directors have 
sucked the seria out of 
Halévy’s opera semiseria’ 





it. But I'd rather hear Bartoli sing her first 

Act 1 exchange with the Duke than watch the 
directors’ staging of it. Melodrama is built 
over huge chasms of danger and the wry comic 
treatment of this moment — in which Clari’s 
whole life may hang in the balance — makes 
light of the risks she’s running. Halévy’s music 
here, in one of the occasional passages that 
suggests his real talent, tells the listener how 
crucial the moment is. There are times in real 
life when a single word can undo hopes and 
squander the fragile reserves of affection. 

The directors have tried to salvage a 
meaningful dramatic work at the expense of 
history, which tells us that Clari is a very 
stupid girl indeed. By pretending that this is 
an opera about modern-day internet romance, 
the directors don’t hint at the gold mine of 
relevance. They merely make its real 
significance meaningless, sucking all the 
seria out of the opera semiiseria. 

Oh well. DVDs will break your heart that 
way, by capturing the idle vectors of the 
opera world but rarely serving the listener’s 
interest in the repertoire. The Metropolitan Opera are now releasing 
a tremendous torrent of live productions on DVD, but they also lard 
them with footage of the stagehands moving the sets around during 
scene changes. Massenet’s Thais (a new version with Renée Fleming is 
now out) is a fragile dramatic confection; seeing the little men behind 
the curtain doesn’t help sustain it. 

But the new production of Thais is more about the Met, and the 
experience of the Met, than it is about Thais. People will buy Clan 
because they adore Bartoli, just as people will buy the Met’s new 
DVDs because they want to be fully immersed in the colossus we know 
as the Metropolitan Opera. 

Which makes me pine for the days of the perfectly cast, fully realised, 
uncut and carefully produced studio recording. DVDs offer us a 
gold mine of new repertoire, but it comes with a blizzard of distractions: 
all of the intrusions of live performance, plus the idiosyncrasies of the 
directors and designers. Not least of these distractions is the vision of 
the video director, who is often strangely fixated 
on the comely second oboe player or 
the insignificant supernumerary. 

But what of Halévy? Surely it’s time for 
a revival. And for more Auber, And there 
are at least a half dozen Meyerbeer gems 
awaiting love. It is a strange world we live in, 
straining with abundance, and yet there’s so 
much to wish for. @ 
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Disc of the Month 


Holst, Volume 2 


Chandos is proud to present the second volume in its series of 
orchestral works by Holst. The first volume, conducted by the 
late Richard Hickox, was released to great critical acclaim, On 
the new disc, Sir Andrew Davis has taken the baton, conducting 
the BBC Philharmonic in a unique programme: The Planets, 
Holst’s orchestral tour de force, and two comparative rarities in 
the concert hall, the Japanese Suite and Beni Mora. 
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THE TRIAL 


Iconic recordings reassessed 





On trial this month, Beethoven’s Symphony No 9 performed by the Bayreuth Festival 
Chorus and Orchestra, conducted by Wilhelm Furtwangler on July 29, 1951 


PROSECUTION: NALEN ANTHONI 





‘Furtwangler wrenches the pulse at will as he agonises through 
along, heaving, sagging sprawl...a travesty of the score’ 


The case against 


We are in hallowed halls. No, not 


the Old Bailey but Bayreuth’s Festspielhaus 
on July 29, 1951, to listen to the illustrious 
Wilhelm Furtwangler conduct a performance 
of Beethoven’s Ninth Symphony, a work that 
his erstwhile secretary Berta Geissmar said he 
treated “as a holy ritual”. Do a few references 
to “creator” and “loving father’ 
give this secular symphony a sacred slant? Or was there an exaggerated 
veneration for Schiller’s notion of the brotherhood of man? Either 
way, it was at Beethoven’s expense, starting with a disregard for most 





‘in the poem 


of his metronome markings. 

Beethoven said they were “a welcome means 
of ensuring the performance of my compositions 
everywhere in the tempi conceived by me which 
to my regret have so often been misunderstood”. 
Not only by his contemporaries but by later 
generations, too, We cite conductor Benjamin 
Zander: “Romantic interpreters influenced by 
Wagner and Liszt favoured extremes of tempo and 
frequent, even violent, fluctuations between those 
extremes. They tended to equate slow tempi with 
profundity and significance — thus the slowing up 
of the ‘hammer blows of fate’ at the beginning of 
the Fifth, while at the other extreme Wilhelm Furtwangler propelled 
the conclusion of the Ninth into a frenzy of religious ecstasy by taking 
the tempo 70 points faster on the metronome than the one indicated 
by Beethoven.” Furtwangler reputedly distrusted Beethoven's 
judgement. And wasn’t his metronome said to be faulty? Well, in 1967 
Peter Stadlen, pianist and music critic of the Daily Telegraph, attested 
to its accuracy, 

Furtwingler could have done so, too. He didn’t, because “he 
rejected method, metronomic vigour, the weights and measures of 
musical grocery, to rely on intuition and dream his way through 
the scores” (Yehudi Menuhin). It was a recipe for impetuosity, or 
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instability. Neither is present to begin with. Furtwangler opens the 
first movement at a pulse (or beat) 18 points lower than specified. 
But he largely sticks to it and does so even when he slows markedly 
between bars 78 and ¥1, thus illustrating a fundamental point: the 
metronome sets tempi but doesn’t impose rigidity. Its markings 
govern pulse, and tempi can either match a pulse or change 
proportionately within it to meet the expressive needs of music. 
Which is why Beethoven also advocated Gefiihistempo (“tempo of 
feeling”). Clearly Furtwangler knew the principle; he didn’t always 
follow it. Not when he wanted to aggrandise rhetoric, as in the 
Scherzo. Furtwangler doesn’t enter Molto vivace as directed. He 
grandly proclaims the first eight bars before 
gradually accelerating to the right pace, then 
tediously stretches the ending of the Trio by 
slowing down too early, 

He stretches the slow movement too. True, 
Beethoven instructed Adagio molto e cantabile 
(“very slow and songlike”) for this set of variations 
but what about the added markings of 60 to 
63 beats per minute? Not too slow therefore. Yet 
Furtwangler starts at about 40 and then wrenches 
the pulse at will as he agonises through a long, 


ae 
been ae eo. . heaving, sagging sprawl replete with disruptive 
hesitations. Indeed extraordinary conducting, 
supremely responsive musicians — but a travesty of the score. 


Beethoven is ignored, and again in the choral finale. Furtwangler’s 
“religious ecstasy” is felt fairly soon. Besides, his over-elasticised line 
and penchant for extreme histrionics distort the movement's tightly 
organised structure. This is an interpretation of magnified contrasts, 
from relative sobriety to hysteria. Brotherhood of man? Sanity and 
consideration might have suggested that so utopian a concept was 
just feasible. Instead Furtwangler turns the ideal into a ranting, 
tub-thumping vision of attainable damnation. Herr Beethoven, Herr 
Schiller: would you gentlemen prefer to take over this prosecution? 
Nalen Anthoni is a music critic for Gramophone 


www.gramophone.co.uk 


THE TRIAL SOUNDBITES 




















Our review from April 1991 

“[ want to say first, and without hesitation, that this is undoubtedly a 
great performance. In any record of so long and great a work there are 
bound to be points that a listener would prefer otherwise...and with 
so personal an artist as Furtwingler the number of such points will be 
greater than with a more objective conductor. Yet the power of this 
interpretation is so compelling...that one is made to accept.” 


(Trevor Harvey) 

Beethoven's Symphony No 9 Fiisabeth Schwarzkopf sop Elisabeth Hongen contr 

Hans Hopf ten Otte Edelmann bass Bayreuth Festival Chor and Orch / Wilhelm Furtwangler 
EMI ) 566901-2 
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‘An inspired, fully integrated re-creation of music 
that too often sounds piecemeal or disjointed’ 


The case for 


‘Try as we may, we cannot undo 
the evolution of musical interpretation, and 
4 the idea of retrospectively “hearing” great 
/ | works in the way that their first listeners heard 
5 them is nonsense. We can’t. When Richard 
Wagner brought the Choral Symphony 
to his festival house at Bayreuth he was 
acknowledging Beethoven as a prophet, a 
forerunner and a musical freedom fighter. You might say that the next 
step was Wagner’s, and that what he took from Beethoven meant that 
Beethoven himself would henceforth be heard in a quite different 
light. Enter the mercurial and in some respects 
demonic figure of Wilhelm Furtwangler, whose 
visionary interpretative style was inherited in part 
from Wagner’s own, 
Reactions to Furtwingler have always been 
mixed, never more so than today when we 
fancy ourselves as preachers for the true cause, 
worshipping at the shrine of historical instrument 
practice. As my respected colleague reminds me, 
Beethoven himself welcomed the metronome as 
a method for ensuring some semblance of tempo 
correctness. But can we honestly be guided by the 
interpretative preferences of a man who was by 
then living largely in the isolation of his musical imagination? Had 
Beethoven enjoyed the privilege of regular hearing, and had he been 
in a position to gauge the full acoustical effect of what he was writing, 
things might have turned out very differently in all sorts of respects. 
As to metronomes, Furtwangler had little truck with them. He had 
his composer’s instinct to guide him as well as the Austrian theorist 
Heinrich Schenker’s brand of structural analysis. When Furtwangler 
opens the Ninth, it becomes a Creation myth, with semiquavers that 
merge into a primordial rustling and jagged motifs like promontories 
on a desolate landscape. Would Beethoven have railed about being 
“misunderstood”? My understanding, or my instinct, tells me that 
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Wilhelm Furtwangler: 
breaking new ground 





Maelzel’s metronome would have been hurled out of the window. 
And what of Furtwangler’s constant tempo fluctuations? The vital 
point there is that they are based on sound harmonic instinct, which 
means that climaxes arrive and explode with elemental inevitability, 
and structure is never distorted. The climax that erupts at the 
centre of the first movement is certainly an obvious example but 
the humbling pedal note at the Adagio’s cathartic climax is hardly 
less effective. 

As to the finale being “an interpretation of magnified contrasts, 
from relative sobriety to hysteria”, I would proffer the view that 
it is neither sober nor hysterical but an inspired, fully integrated 
re-creation of music that too often sounds 
piecemeal or disjointed. One or two specific 
points are worth mentioning. The first concerns 
the scowling bass-and-cello oration that sets in 
after the machine-gun opening and the long 
pause that holds us breathless before the “Ode 
to Joy” theme enters, ever so quietly, again 
on lower strings. Has any musical silence ever 
proved as pregnant with meaning as this? The 
theme itself builds ecstatically, with inner voices 
on the strings curling about each other as if 
caught in a warm embrace. By the time we reach 
the closing prestissimo, the tension has reached 
bursting-point . After which the heady onrush of the symphony’s 
closing moments seem as inevitable as the welcoming cheers that 
greet the winners after a long marathon. Yes, there are other ways of 
performing the Choral, many of them equally defensible, but when 
great composers give birth to great works, they entrust them to our 
care, and like any loving foster-parent, that care will inevitably involve 
a degree of influence. Whether consciously or not, Furtwangler 
adds Wagner’s influence to his own and the result is both profound 
and life-affirming. @ 
Rob Cowan is contributing editor of Gramophone and hosts BBC Radio 3°s 
Breakfast show 
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This brand new recocding from 
The Saxteen features all of the music 
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Sir Francis Drake's fabled drum is said to Summon 
his spirit in times of war, finds Martin Cullingford 


Drakes Drum 


uckland Abbey, half-hidden in low-lying land beside the bleak 
beauty of Dartmoor, 10 miles inland from the maritime 

city of Plymouth. Since the 13th century, it was home to 
Cistercian monks, an order characterised by their reverential 





atmosphere of silence. 

The 16th-century dissolution of the monasteries saw King Henry sell 
the Abbey to captain and explorer Sir Richard Grenville, who converted 
it into a home. Yet we’re not here to mourn the Reformation’s 
destruction of so much religious heritage but to pay heed to a curiosity 
among instruments — and, by association, to another knight of the waves, 
Sir Francis Drake. Circumnavigator of the globe, vanquisher of the 
Spanish Armada, this is where he lived for 15 years while serving as an 
MP and mayor of Plymouth. [t seems odd to picture the swashbuckling 
hero among the tranquil lawns and sleepy elegance of Buckland Abbey — 
less still imagine him as a local legislator — but the visitor today can find 
here many artefacts which evoke the salt-flecked spirit of the high seas, 
and none more so than Drake’s Drum. 

Decorated with his coat of arms, this snare drum travelled the world 
with Drake, and was still with him when, on his deathbed off the coast of 
Panama, he ordered its return to England, where it should be beat when 
his beloved country was in peril, to summon him to her aid once more. 

“Take my drum to England, hang et by the shore, / Strike et when 
your powder’s runnin’ low; / If the Dons sight Devon, I'll quit the port 
o’ Heaven, / An’ drum them up the Channel as we drummed them long 
ago.” So wrote poet Henry Newbolt in the 19th century, words which 
were set by Stanford in his Songs of the Sea. 

People claimed to hear the drum sound as the Mayflower left 
Plymouth for America, when Napoleon was brought into Plymouth as 
prisoner and when Nelson was made a freeman of the city. A drum roll 
was heard on HMS Royal Oak when the German Navy surrendered in 
1918 — the ship was searched twice and no drum found. The snare was 


he Victoria Collection 

A new bowed set containing four of 
The Stxteen’s celebrated Victoria 
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heard again as both World Wars began, and during the evacuation of 
Dunkirk. It was also said to have awoken the Abbey’s wardens when the 
building caught fire in 1938. 

‘Today the drum sits in a glass cabinet, from where any beat might be 
too muffled to hear. Despite good security and climate-control reasons, 
an iconic instrument silenced in a case has a sense of pathos. Though, in 





. a way, it is a nice homage to those displaced Cistercian Monks. @ 
www.thesixteen.com 
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QUIZ 


Who am I2 


Pit your wits against Gramophone 





por ee ee appearances on television as 
Tor ele asec a celebrity chef. 


Some works which influenced 
my music were Debussy’s 
Prélude a laprés-midi d’un 
faune, Messiaen’s Quartet 

for the End of Time and John 
Cage’s Concert for Piano 

and Orchestra. 


One of my most famous works 
was performed by the New York 
Philharmonic as part of its 125th 
anniversary celebration concert. 





Before my death, I had 
planned on writing an opera 
| won many awards during with a libretto by novelist 
my lifetime, including the Los Barry Gifford. In fact, | was 
Angeles Film Critics Award. in the process of working 
on the structure for this 
I was posthumously when | died. 
awarded the Glenn Gould , 
Prize in recognition of my Baty 
contribution to music. , 8D Reale 


| was inspired to compose 
music after hearing popular 
French wartime songs. The song 
“Parlez-moi d’amour” hada 
particular impact on me. 


Available Februa 


, Includes Caprices b 
Paganini and Waxman’s 
en Fantasie 


| worked for a while in the 
kitchen of an American 
military base and I was 
able to use the pianoin the 
dining hall. 


When! was not composing 
music, | wrote a detective 
novel and | occasionally made 


2 


Send your answers by e-mail to gramophonequiz@haymarket.com 





postcard to Gramophone Quiz (March 2011), Gramophone, Teddington Studios, Broom 
Road, Teddington, Middlesex TW11 SBE, UK. Please include your name, address and 


contact telephone number. The closing Gate is April 1 


The winner wil raceme a selection of CDs. Employees of Maynnarkel Media Group and their agents and families may 
not eriter The Publisher's decision ts Trial and no corresponderce vill be ertered into. There is no cash a®ernative 
sarmoohone atid Haymarket Media Group wauk? like to conlact you with special offers and news we think you'll fired 
interesting. Ifyou Go not wish to receive such infonnation via post, phone or e-nail, please write to Data Controller 


Circulation Depertmment al the acidress above or e-nall datacontroller@haymarket.com 


For full details go to 
www.charliesiem.com 


The mystery composer born in Pistoia in the 
7th century and little known to 2Ist-century listeners was Alessandro Melani. The 
first correct answer drawn came from Vanessa Street of Victoria, Australia, who wins 
a selection of CDs 
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When you 
subscribe to 
GRAMOPHONE 


Sir Thomas ‘Beecham 50th 
e Anniversary 12-CD set 





Subscribe to Gramophone this 
month and you'll receive two 
six-CD box-sets of music 
conducted by Sir Thomas 
Beecham to commemorate the 
50th anniversary of his death. 


Cen eG 


LHABRIER 


The two box-sets, English Music and 
French Music, feature complete works 
by composers including Delius, Bax, 
Berlioz, Bizet, Debussy and Faure. 
They are an essential addition to any 
Beecham admirer's collection. 
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1 dont think there's ever been a 
conductor who had a more marvellous 
feeling for rhythm than Tommy" 


- David Cairns 
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The art 


of 


‘BEECHAM 


A reputation for wit can sometimes overshadow 
the serious side of this learned and profound conductor. 
We shouldnt let it, says Rob Cowan 


The Beecham magic 

There’s a famous orchestral interlude in the opera A Village Romeo 
and Fuliet by Sir ‘Thomas Beecham’s great friend Frederick Delius 
where the star-crossed lovers take themselves off on a hay barge and 
choose to drown rather than endure more suffering. Before 

that, they walk to the Paradise Garden, a dilapidated inn, where 
they dance...and the music seems to reflect both their love and 
their tragic fate. Given a half-decent performance, itll render you 
speechless. But in the hands of Beecham, especially in the context 
of his recordings of the complete opera, listening means, in all but 
reality, entering the lovers’ world. Why? Because Beecham’s belief 
in and love for the music, his immersion in its potent emotional 
climate, is so uncompromising that the effect he achieves, both 

on his players and on us, is like a heady drug. The tiniest detail 
blossoms while the passion of the moment sweeps you along. But 
Beecham’s method involved something beyond the inspiration 

of the moment. It’s easy to forget that amid the sparkling wit, 
unpredictability, irascibility and human warmth — all of them fairly 
familiar Beecham attributes — was an immense learning. During the 
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last year or so, the broadcaster and former orchestral musician Jon 
Tolansky chanced upon a recorded promotional talk for A Village 
Romeo that Beecham gave in London before an invited audience. “He 
goes into a tremendous amount of depth about the entire perspective 
of the composition,” says Tolansky, “not only of A Village Romeo and 
Juliet itself, but about the relationship that Delius had with the entire 
world of music. Beecham talks — briefly, but to the point — about 
opera at that time. He talks about Debussy’s Pelléas et Melisande, 
Hugo Wolfs Der Corregidor and Delius’s A Village Romeo as being 
the three works that stood completely outside the trends of opera 
performance, and he paints a portrait of Delius with an enormous 
amount of musical, musicological and artistic detail. It’s a marvellous 
example of just how much Beecharn knew, and that’s very important, 
because his scholarship hasn’t always been widely acknowledged. 

He clearly knew the notes, how they were written, how the 
compositional structure was built and how the composer actually 

put his music together; and he also understood, very profoundly 

and from an artistic and aural perspective, that this opera [which he 
premiered] was completely in a world of its own.” 

Beecham’s dual passions for words and music surfaced during his 
childhood in St Helens, Lancashire, and his flair for the theatre bore 
rich fruit in an early association with Diaghilev’s Ballets Russes and the 
formation of his own Beecham Opera Company. “He had a remarkable 
photographic memory,” says the writer on music David Cairns. “He 
used to do extraordinary things with Strauss operas and there are 
stories about him conducting whole operas without a score quite early. 
In fact, he conducted so much that some of the ame he probably 
didn’t know what he was going to conduct next! You hear of him 
saying ‘It is Don Giovanni tonight, isn’t it?’ The leader’s reply would be 
‘No, Sir Thomas, it’s Figaro’. Cairns sang in the chorus for the 1951 
Covent Garden performance of Die Meistersinger and dispels another 
myth, namely about the “imprecision” of Beecham’s baton technique. 
“Certainly his beat was extremely clear — for the chorus, anyway. He 
had such a strong sense of rhythm: he projected it with his whole body. 
I don’t think there’s ever been a conductor who had a more marvellous 
feeling for rhythm than Tommy.” Denis Vaughan, Beecham’s assistant 
and the founder of the Beecham Choral Society, recalls how “he would 
use the tip of the baton...he couldn’t have got those results otherwise. 
When he needed precision he got it very easily in that way.” 
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A> 


He said he would play an encore. 
as long as somebody could provide 
him with a pork pie’ 


A> 


The gift of the quip 
Some of Beecham’s famous bon mots 


“The function of music is to release us from the tyranny of 
conscious thought.” 





To an orchestra member, moments before conducting Richard 
Straussss Elektra: “The singers think they're Going to be heard, and 
I'm going to make jolly well certain that they're not.” 

takes up the theme. “The clarinettist Jack Brymer once said to me, 
‘Well of course he was wonderful...the thing about conducting is it’s 
the art of gesture’. I thought that was a marvellous phrase on Jack’s 
part, because it does absolutely sum up what the real conductor does. 
Tschaikov vividly recalls Beecham’s rehearsals. “Musically they were 
a delight. He was familiarising the orchestra with the music while, at 
the same time, familiarising himself with what his players could do. He 


“The English may not like music, but they absolutely love the 
noise it makes.” 


Spoken into the microphone, having just conducted Vaughan 
Williams's A Pastoral Symphony for a live radio broadcast: “A city life 
for me!" 

would leave some players entirely to their own devices — the bassoonist 
Gwydion Brooke, for example. “Gwyd’ was a wonderful player but an 
idiosyncratic musician. When Tommy dealt with him, he wouldn’t 
even try to ask him to do something differently. I remember when 

we were recording Sheberazade [EMI], which Gwyd played in a very 
idiosyncratic way (people would say ‘you can smell the camel dung’), 


While rehearsing a Wagner opera: “My God! We’ve been 
playing for two solid hours and we’re playing this bloody 
tune still!” 


To an erring musician: “We cannot expect you to be with us all the 
time, but perhaps you would be good enough to keep in touch now 
and again” 


‘Tommy tried to tone him down a bit. The strange thing was that, for a 
man who had such a wonderful vocabulary and spoke so well, when he 
addressed the orchestra he very frequently didn’t finish his sentences. 
He’d say ‘Could it be a little more, er...y’know...er, and Gwyd would 
just play it exactly as he’d played it before!” 

David Cairns recalls Sir Thomas Armstrong, who was principal at 
the Royal Academy of Music and before that was organist at Christ 
Church, Oxford, telling a wonderful story about a Royal Philharmonic 
concert at Oxford’s Sheldonian Theatre. “Beecham used to come 
down to Oxford and give afternoon concerts with morning rehearsals; 


To a female cellist: “Madam, you have between your legs an 
instrument capable of giving pleasure to thousands - and all 
you can do is scratch it.” 





On hearing a rumour that Sir Malcoim Sargent had been kidnapped 
in China: | had no idea the Chinese were so musical.” 


they’d usually play something that they'd already been performing in 
London. At the end of this particular rehearsal he said, “We don’t have 
a symphony, do we?’ Someone replied, “Yes Sir Thomas, we do — it’s 
the Second of Brahms’. Beecham then piped in with, ‘Oh well, we all 
know that!’ But a young second violinist, who hadn’t been playing 

in the orchestra for very long, put his hand up and admitted, ‘No, 

Sir Thomas...I’ve never played it’. Can you imagine that happening 

in an orchestra under Toscanini or Fritz Reiner? Beecham’s response 


Playing for Tommy 

Beecham nowadays is most readily associated with two orchestras, 
the pre-war and wartime London Philharmonic, and the post-war 
Royal Philharmonic, which took around a year or so to settle after its 
formation in 1946, Regarding the LPO recordings, Vaughan asserts 
that what most captures his attention “are those things that he always 
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insisted on — the sharpness of the accent and the 
complete freedom in the commas and the spaces 
between phrases, so he would do sharp rallentandos 
very, very subtly, making the punctuation so 
much clearer than usual. For me, the key part 

of his technique,” continues Vaughan, “was the 
way he really crept inside every phrase — that, 

and the musical significance of silences, huge 
silences, and the inflection. His favourite phrase 
was ‘the grand line and flexibility: the grand line 
is the only thing the public recognises, and the 
flexibility is the only thing that makes music’. 
Inflecting within the sound, so that it is constantly 
growing, and never static — you'll always find that 
that pertains from gesture.” Clarinettist Nick 
Tschaikov, who played under Beecham in both 
the London and Royal Philharmonic orchestras, 


Sir Thomas Beecham's life 

Born April 29, 1879 |n S! Helens, 
Lancashire. His grandfather was the 
founder of the Beecham pharmaceutical 
company. 






Charles Wood and Maszkowski. 
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| After Wadham College, Oxford (briefly), 
he studies composition privately with 


Makes his professional conducting 


was instant and delightfully ambiguous. ‘My 

dear fellow,’ he said, ‘there’s no need to worry, 

I can assure you you'll like it. It’s charming.” 
Cairns reminds us that Beecham had a rather 
provocative personality, “and of course he was 

so different from other maestros of the time. 

He gave repartee to the audience. You know 

the singer Thomas Hemsley? Near the close of 
the Second World War, he heard Beecham in 
Leicester. At the end of the concert (this must 
have been with the London Philharmonic), the 
audience called for an encore. He turned to them 
and said, yes, he would play an encore, as long 

as somebody in the audience could provide him 
with a Melton Mowbray pork pie! As it happened 
someone could...and two months later, according 
to Hemsley, Beecham came back, and at the end 


debut in 1902, with Balfe’s The Bohemian 
Gin at the Shakespeare Theatre, Clapham 


in 1909 forms the Beecham Symphony 
Orchestra - members include Albert 
Sammons, Lionel Tertis and Eric Coates 
- with which he gives the first complete 

| performances of Delius A Mass of life 


In 1906 becomes conductor of the New 
Symphony Orchestra 
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Recordings becoming available for the first time 


At a time when hundreds of 
recordings that had lain for 
decades in libraries, archives, 
even cupboards are being 
hungrily devoured by collectors, 
what Beecham fare has turned 
up? Rather a lot, and this year 
some particular treats are due 
An unusual contribution from 
EMI is a box-set called “The 
Great Communicator’, featuring 
interviews about Beecham, 
and about 10 minutes of the 
great man himself discussing 
Deliuss A Village Romeo 
and Juliet at a public talk, a 
recording not generally known 
to Nave existed until it was 
found recently at Abbey Road 
studios. Alongside that gem are 
previously unissued rehearsal 
and performance extracts, 
including a Berlioz Grande 
Messe des morts from the Royal 
Albert Hall in 1947 


Frorn 1910 for five years holds London 
seasons during which he conducts UK 
premieres of Elektra, Salome and Der 
Rosenkavalier, there's also a Mozart opera 
festival and a visit from the Ballets Russes 
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Pristine Classical has been 
busy releasing the only 
recordings from his Seattle 
period (apparently initiated 
by Beecham after realising 
that he wasnt very popular 
locally and had better show his 
strengths). Two volumes are 
out, with the third, Beethoven's 
Eighth Symphony and assorted 
showpieces from 1943, 
expected shortly 

But the greatest fund of 
Beecham material lately has 
come from Somm Records 
“Beecham Collection”. The 
most recent issue is a BBC Les 
Troyens from 1947 but look 
out for the release in March of 
Schubert's Ninth Symphony 
with the Royal Philharmonic 
Orchestra at the Royal Festival 
Hall in December 1955 - the 
only recording of Sir Thomas 
conducting the “Great C major" 


Founcs the Beecham Opera Company 


in 1915 


Receives a knighthood |r 1916 - later that 


year succeeds to his father's baronetcy 


1932: in the same year, becomes artistic 


Thomas Beechai rN Story 


Beecham conducting the Orchestre 
National de la Radiodiffusion Francaise at 
the Edinbitirgh Festival, August 23, 1950 
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he just turned round and with his forefinger described a circle”. Cairns 
continues, “You see, it’s us, the English — we’re disturbed by that sort 
of behaviour in public figures and think that the reason for Beecham’s 
frivolity is that he’s not serious, which is utterly nonsensical. Also, he 
treated his players much more like human beings than a lot of other 
conductors did in those days.” 
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It’s fairly obvious that Beecham’s players adored him. But could 
they easily socialise with him? Tschaikov says that as a rule they 
couldn’t, “although I'd travelled with him in the car and I had a 
couple of meals in his company. I enjoyed working with Beecham as 
much as | enjoyed working with anybody but it didn’t matter how 
long you worked with him, you always remained ‘Mister [so-and- 
so]’. Musicians always referred to Beecham as “Tommy’ but you 
always referred to him as ‘Sir Thomas’ — if you didn’t, you wouldn’t 
have lasted two weeks! You know, he was a little man and was very 
conscious of the fact. When he was talking to you, you never got 
within three feet of him, because he didn’t like looking up at you. 
But he was always agreeable and benign — though he hadn’t been 
when he was young. That’s so often the case with young conductors. 
People I'd known who worked with him early on told me that as a 
young man Beecham had been quite difficult, even tyrannical and 
rude. But that wasn’t how he was when [ knew him, although I did 
once see him kick his way out of St Pancras ‘Town Hall when we 
were rehearsing and he couldn’t get his own way.” 

Beecham’s stepson Sir Jeremy Thomas (by his second wife, pianist 
Betty Humby) also recalled that he could on occasion be impatient, 
“though never with me or Mamma. However, I do recall an incident 
with a telephone operator in an American hotel. ‘Uncle Tom’ [as 


Financial difficulties find him inthe Court | cirector of Covent Garden. 
of Chancery in 1923 | 
Conductor of Seattle Symphony 

Founds the London Philharmomic |n | Orchestra (1941-43) and of opera at the 

_ New York Metropolitan Opera (1942-44) 
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Taking a break 
during an interval, 
with Lady Beecham 


Sir Jeremy called him] hadn’t been able to contact someone, and 
when the telephone operator said ‘have a nice day’, he replied ‘go 

to hell!” Sir Jeremy tells a touching story that reflects the man’s 
basic humanity, as well as his willingness to “face the music” in more 
ways than one. “One thing that always surprised me — and don’t 
forget I was a young boy at the time — was the enormous amount 

of business that would be going on, daily office work...after all, the 
finances were always a concern. Friday would come around and if it 
had been a particularly bad week, with no recordings or whatever to 
cover outgoings, he’d walk over to my Mamma and say, ‘It’s no good 
darling. Could T borrow the ring?’ And, with a grin, she’d take off 
her engagement ring. It would then be given to Mr White, the lovely 
chauffeur, and taken to the pawnshop so that 80 orchestral members 
could be paid. There was, after all, no subsidy.” 

“Lollipops” being both a child’s favourite sweet and Sir Thomas’s 
affectionate term for short musical sweetmeats, Sir Jeremy loved 
what have since become widely known as “Beecham Lollipops”. 

But the older Beecham could be wickedly pointed with his double 
entendres (there are one or two beauties on the Sibelius 90th 
birthday broadcast, released by BBC Legends). Sir Jeremy recalls 
how “when my future wife Diana and I were to be married, he 


for EMI - it becomes one of the iconic 
opera sets of the era 


Founcds the Royal Philharmonic 
Orchestra in 1946 


In 1956 he records La bohéme with 


Victoria de los Angeles and Jussi Bjorling 
& — — = = — ds 


The following year he makes more 
| celebrated recordings for EMI, this time 





38 GRAMOPHONE MARCH 2011 


| Gives his last operatic performance. at 





sent some of the members of the orchestra down to the church. 
Beforehand he said, ‘Well now, old boy, what would you like us to 
play?’ Oh, I said, Pll leave that to you, Uncle Tom. He thought for a 
moment, then said: ‘ll tell you what, there’s a piece by Massenet — 
it’s called The Last Sleep of the Virgin. Naughty!” 

Sir Jeremy speaks with great affection of having been treated “as a 
fellow conspirator”. Sorry? A conspirator? “Oh yes. You see, I went 
out to join them in Seattle [the period when Beecham was conducting 
the Seattle Symphony Orchestra]. There was great rivalry between 
Seattle and San Francisco, and ‘Tom was obviously pushing Seattle, 
where his loyalty lay, raising money for the orchestra. One of the 
things he liked to do was to compare the two. He got a 78 of the San 
Francisco Symphony and one that he’d just done in Seattle, I think 
one of the lollipops [probably an acetate — there are no commercial 
78s with Beecham and the Seattle Symphony]. Between the three of 
us (I was the imp in the ménage), we acquired some sandpaper and 
rubbed the surface of the 78 so that it sounded awful. He played them 
both and said to the audience, at the end, ‘My dears, you can see 
perfectly well which is the better orchestra’.” 

Betty Humby’s approval was an important signal for visitors. Denis 
Vaughan recalls that if she liked you, you could stay around in their 


the Teatro Colon in Buenas Aires in 1958: 
two years later, his final concert is with the 
RPO in Portsmouth 


Rimsky Korsakovs Sheherazade with 
the RPO and, with the same forces, a set 
of Haydn’s “London Symphonies 


Dies in London on March 8, 196] 
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A> 
‘The memory has stayed with 
me...gunshot chords which he 
would slash down with the baton’ 


company that much longer, “and it was good luck for me that she did! 
I stayed with them in various country houses, and that’s when you'd 
find him at his most relaxed and with completely different attitudes. 
His knowledge, especially of poetry and literature, made you feel more 
informed, richer, He gave out humanity and you felt the size of that 

— you also felt you were tapping into vast resources of knowledge and 
experience, of warmth and humanity”. Being a very capable musician 
herself, Betty had her opinions, one of which concerned Victoria de 
los Angeles as Carmen, who she felt was “far too queenly” for the role, 
and which in turn contributed to delays in completing the famous EMI 
Carmen recording. 


Live versus studio 

The Beecham legacy is immense, not only the commercial recordings 
but, thanks to the co-operation between Beecham’s third wife, Lady 
Shirley, and the archive recordings producer Arthur Ridgewell, a 

vast corpus of live material has appeared, largely since the advent of 
CD. Much of this “live” Beecham has surfaced on BBC Legends and 
“The Beecham Collection” on Somm, which has appreciably widened 
our experience of the great man’s repertoire and interpretative style. 

I mentioned earlier the Sibelius 90th birthday concert (BBC Legends), 
which includes adrenalin-boosted versions of the Fourth and Seventh 
Symphonies and Tapiola, but perhaps even more impressive is the 1948 
broadcast performance of Delius’s A Village Romeo and Juliet (Somm), 
which is so much more intense and at times broadly paced than the 
contemporaneous EMI 78s. Somm’s enterprise is especially valuable 
because the general consensus rates “Beecham live” rather more highly 
than Beecham in the studio. In addition to works never commercially 
recorded by Beecham (some tasty-looking programmes are currently 
in the pipeline), there are the various “second versions” of works that 
are well known from Beecham’s long-available studio discography 

but that incorporate the sort of altered detail that those lucky enough 
to have attended his concerts still recall. For example, Jon ‘Tolansky, 
who knows Beecham’s Haydn records well, recalls hearing the Military 
Symphony at the Royal Festival Hall. “The memory has stayed with 
me ever since,” he says. “What I most noticed in the second, ‘military’ 
movement — I can see it as if it were yesterday — was the extraordinary 
dynamic range of the left hand, the way he brought the orchestra 
down to these incredible pianissimos and how then, when the fortissimzos 
arrived, gunshot chords which he would slash down with the baton 
with his right hand, as Walter Legge used to say, from north-east to 
south-west. I remember how the impact of seeing him and hearing 
him totally took me over. I still love his magnificent studio recording 
but this was a very different kind of experience.” 

Over the years Beecham’s commentators have been copious, varied 
and often authoritative. “Writing about Tommy” is in effect writing 
about the mystery of great music-making, and, time and again while 
speaking to those who played for him, knew him or saw him in 
concert, the same key word keeps cropping up. That word is “love”; 
and, for those of us whose Beecham moments are confined to digits 
or grooves, “Beecham” and “love” remain synonymous concepts. No 
true music lover can walk away from a great Beecham recording and 
remain unchanged. @ 


www.gramophone.co.uk 


Thomas Beecham Cover Story 





Six essential recordings 
Classic discs that should grace every collection 


Delius: A Village Romeo and 
Juliet; Song of the High Hills; 
irmelin Prelude 

Dorothy Bond, Gordon Clinton, 
Dennis Dowling, Lorely Dyer, 
Gwiadys Garside, Freda Hart, 
Leslie Jones, Donald Munro, 
Margaret Ritchie, Frederick 
Sharp, René Soames; 

RPO and Chorus 

Naxos © @) 8 110982/3 

Delius: A Village Romeo and 
Juliet; Songs of Sunset’ 
Fabian Smith, Frederick Sharp, 
René Soames, Vera Terry, 
Gordon Clinton, Olga Haley, 
‘Roy Henderson; BBC Theatre 
Chorus; RPO; *London Select 
Choir; *LPO 

Somm @ @ SOMM-BEECHAMI2 
A telling example of how, 

given certain circumstances, 
words bow to the expressive 
supremacy of music. Nowadays 
the ‘quaint’ English singing style 
may seem a little dated but the 
overall effect is overwhelming - 
the studio recording providing 
the more intimate experience, 
the live one a higher ratio 

of passion. The rapturously 
beautiful Song of the High Hills 
is another Beecham “must”, 


Puccini: La bohéme; La 
bohéme, Act 3 - D’onde lieta 
usci al tuo grido d’amore, 
‘Mimi's Farewell” 

Jussi Bjorling, Victoria de 

los Angeles, Robert Merrill, 
John Reardon, Giorgio Tozzi, 
Fernando Corena, etc; RCA 
Victor Chorus and Orchestra; 
Columbia Boychoir (1956); 
"Dora Labette, John Brownlee, 
*Heddle Nash; “LPO 

Naxos © @) 8 111249/50 

(also on EM) 

Feelings of great tenderness 
pervade much of this farnous 
performance, where the 
singers surpass themselves 

in matching Beecham for 
pathos and spontaneity. The 
pre-war version of Act 3 parades 
parallel sensibilities couched 

in quite different vocal terms, a 
useful comparison, 


Sibelius: Symphony No 2. 
Dvofak: Symphony No 8 
BBC SO, *RPO 

BBC Legends ® BBCL4154-2 
The rush of adrenalin that 
surges through the Sibelius 
sets the heart racing, whereas 
the Dvofak proves that even in 
his later years Beecham could 
combine emotional warmth 
with unprecedented eneray. 


Sibelius: Symphonies Nos 4 
and 7; Pelleas and Melisande; 
Swanwhite; Tapiola; Dance 
of the Nymphs 

RPO 

BBC Legends ® @) BBCL4041-2 
A compelling example of how 
Beecham ‘live’ brought added 
voltage to his achievements in 
the studio, especially in Japiola 
and the Seventh Symphony. 
The elegant if slightly unsettling 
Dance of the Nymphs is a vivid 
example of his mastery in 
Smaller fare. 


‘French Orchestral Music’ - 
Works by Bizet, Chabrier, 
Fauré and Saint-Saéns 

ORTF National Orchestra; 

RPO; LPO 

EMI @ 379986-2 

The natural exuberance 

of these performances of 
Chabrier’s Joyeuse marche and 
Espafia has no 21st-century 
parallel, whereas Gwendoline 
and Patrie are thrillingly 
dramatic, and the Dolly Suite 

is a memorable example of 
Beecham's uniquely expressive 
way with gentler miniatures. 
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REICH 


reverberdtions 


At 75, musical revolutionary Steve Reich continues to work his own brand of minimalism with new 
compositions and a major retrospective. But, writes Philip Clark, if you think he’s mellowed, think again 


hat I feel about my early 
pieces — things like Come 
Out and Piano Phase - 
and actually in general, 
the most important thing 
about any piece of music is the emotional 
effect it has on the listener. But aim for 
that effect and you will never achieve it. So 
what do you do? Well, I’ve always thought 
you must go about your business in the best 
possible way you can as a craftsman, using 
your inside emotional drive, and hopefully 
itll all work out.” 

Excuse the duplicity, but that’s the quote 
[ used to sign off the last article I wrote 
about Steve Reich, back in 2003 when he 
was promoting Three Tales. It was a terrible 
interview — essentially a conversation between 
two men who didn’t want to be there. I had 
savage man-flu and a word-weary Reich had 
been holed up in a hotel room all day fielding 
journalists’ questions. I was last in line and 
atchoo’ed my way through enough questions, 
which Reich dutifully answered, to get the 
story, but only subsequently did I realise 
what a revealing nugget he had handed me, 
something well worth repeating here. And 
through the desensitising filter of Nurofen, 
there was one other standout moment: Reich 
suddenly mimicked an archetypal conductor 
down-beat that was loaded with “feeling” — 
think Bernstein or Kleiber — and said “I got 
no truck with that”. 

Memories which rewind through my mind 
as, once again, I prepare to speak to Reich. 
That faux-conductor down-beat? What 
exactly did Reich mean by that? I’m intrigued, 
too, to ask those follow-up questions about 
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aiming, or rather not aiming, for emotional 
effect that my feverish flu placed off-limits 
last time. And the time is right — Reich is 

75 this year, a milestone that the Barbican 
Centre in London will mark in May with 

a weekend of concerts under the banner 
“Reverberations: The Influence of Steve 
Reich”, suggesting that the influence of Steve 
Reich is a phenomenon at least as important 
as the music of Steve Reich. At home in New 
York State (he and his wife moved from 


‘He transforms a moment 
in history into a different 
type of art altogether, part 
documentary, part music’ 


. 
Reich experimenting with 
drums and tape loops 





their downtown Manhattan apartment a 

few years ago), Reich is noticeably more at 
ease, although behind his effortless warmth 
and charm lurks a combative edge. Some 
questions are tossed back — “well, what do 
you think?”, “where did you get that quote?” 
— and with half our allotted time gone, he 
reminds me that there’s still much ground to 
be covered. 

I remind Reich of our earlier interview, 
and how his words about emotional effect 
have remained with me. “Well, I agree with 
myself!” he laughs. I explain that I admire 
Come Out, his 1966 composition for tape 
which is based, like its companion piece 
It’s Gonna Rain, on a recorded fragment of 
speech, re-recorded over two tape recorders, 
one of which gradually falls out of syne 
so that the speech patterns stutter, then 
freewheel, towards abstract sound — because 
its expressive impact is achieved purely 
through sound. Nowhere does Reich attempt 
to manipulate this through emotive shifts 
of harmony or theatrical flourishes which, 
given that the piece is based on recordings 
of a black teenager beaten up by the police 
during the Harlem riots of 1964, shows 
admirable dignity and restraint. Come Out 
doesn’t ask “isn’t it terrible what happened?”; 
rather it transforms a moment in history 
into a different type of art altogether, part 
documentary, part music, leaving the rest to 
the audience’s discretion. 

“Tt was very important to establish that the 
kid’s voice sounds like it does and he’s talking 
about a riot situation in Harlem,” Reich 
explains. “Then his voice turns into this loop, 
and the loop begins to create the work. Using 
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these generative processes, which lay all the 
cards on the table, there are enough mysteries 
to be satisfying. In these early pieces, there’s 

a tension between the bare bones concept — 
one thing staying put, something else getting 
faster — and the result of that process, which is 
totally a more intense experience.” 

As a description of how music operates, 
Steve, I say, that almost sounds banal. “So 
long as the music doesn’t sound banal, or 
else we’re in trouble. But that’s what a lot 
of musicians of a serial persuasion who were 
ruling the roost in the 1960s and ’70s said. 
They would look at a score like Piano Phase 
and tell me there was nothing there. And my 
answer to that: you go play it.” 

Piano Phase, Violin Phase and the lesser- 
known Reed Phase applied the lessons Reich 
had learnt from Come Out and It’s Gonna 
Rain to an instrumental canvas. One player 
keeps a melodic figure running steady as 
the second player inches slightly ahead; the 
process is enthralling because the original 
melody is progressively stripped of its context 
but remains subliminally active. Then Reich 
wrote Four Organs, in which a single chord is 
gradually stretched and augmented around a 
rhythmic chug-a-chug framework provided 
by a pair of maracas. ‘Throughout the 1970s, 
Reich developed these basic concepts into 
ever grander and more ambitious structures; 
Drumming and Music for 18 Musicians moved 
Reich from the cult underground to as 
overground as one can get, as people started 
to call this new music “minimalism”. 

[ loved the form-meets-content purity of 
Drumming and Music for 18 Musicians but 
my love affair with Reich’s music then went 
through a rocky patch. In 1990 I bought 
the CD of Reich’s orchestral piece The Four 
Sections (1986), performed by the LSO under 
Michael ‘Tilson ‘Thomas, and paired with his 
classic 1973 Music for Mallet Instruments, Voices 
and Organs played by Reich’s own ensemble. 
But something felt instinctively wrong. A 
Reichian melodic fragment played by an 
instrumentalist in his own ensemble sounded 
fresh and expressively blameless; bowed 
by the string section of the LSO, however, 
Reich’s melodies leant towards precisely that 
“conductorly” push-pull sense of expression 
that he warned me about in 2003. It was 
like Rothko’s blues and purples suddenly 
outlining landscapes and bowls of fruit 
instead of hovering in space. Nor did Michael 
Tilson Thomas have any audible function 
in The Four Sections other than as a human 
metronome; the more consciously MTT 
shapes the phrases, in fact, the less Reichian 
the music sounds, And proof of my misgivings 
came with Music for Mallet Instruments, Voices 
and Organ, the sluggish rhythmic attack of 
the LSO suddenly replaced by the Reich 
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Ensemble’s crisp rhythmic articulation and 
bebop-like, arrowhead impetus. 

Telling a composer you hate their piece is 
always high-risk but Reich takes it like a man. 


“T quite like The Four Sections but you're right: 


it’s the wrong orchestration. I haven’t written 
anything for orchestra since 1987, because 
after The Four Sections I realised the rhythmic 
intricacy of what I do demands one player to 
a part. For John Adams, writing for orchestra 
makes absolute sense, but I just don’t need 

18 first violins; in the orchestral pieces 


The composer in 
controlin1989 





I wrote, I was asking the players to do things 
that, really, are wrong to ask 80 musicians to 
do. If you think about Come Out and Piano 
Phase, those pieces feed off the idea of pairs of 
matching timbres — if it was piano and electric 
organ, the piano might overpower the organ 
and you wouldn’t hear either the process 

or the melodies that emerge from inside 

the phasing. And recent things, like Double 
Sextet, Cello Counterpoimt and 2x5, still rely on 
matched pairs of instruments. 

“You see, before the microphone was 
invented, the only way to get volume was to 
have numbers. But with the microphone all 
that changed. Miles Davis played trumpet, 
yes, but that ‘Miles Davis sound’ could only 
exist because he put a harmon mute inside 
his instrument and then played it through 
a microphone; it was the microphone that 


GRAMOPHONE MARCH 2011 43 


It's not what we do. 
It's the way that we do It. 


There are many on-line 
sources of classical 

















al 
TO rw Beem etere VE Chenge country currency 
en Your GSaceet in oT Sty 


Vow hacker Che<hout 








. 
Search 
: Johannes Brahms music. But no other 
Sanaa (1833-97) 
. . . . 
mrowee One of we grant German comoaons. He de torn sin Ciesla! peri i sepact a orm bu site does it like Presto 
stewed 2 wl Newerng of Rome tix soit Io reved! (he expressive Nature Oo Ms THEx which & 

Lahete Neh Wn COME and teetare 
Compacers ‘ 
tras rte tanks sloegudce Beethoven as ¢ master of the SyrrgPony, 2 turm he Gc rot rush mto-he ( lassical 
Artistes eat fh Mrs forhes Before the few four appeared, His Teendchip eRh the woknist Joacten wd te ‘ 
SACOs 


hws Veotin Concerta eve of the mest expresewe in the repertore The Gerrnsen Riqaeem is tie 
Ory Major Cheral wore ful he ame wrote teweral NuN@red GONGE and arrangemants 


Tee Variahecs on Une St Antony Owraie and he Hungarian Dances are arnengst bs more 
popularly mown works. Though he was close to Schamenn's widow, Olara. he nover moerried 


No other site is arranged 
in such a logical and 
accessible format. 





~—— There is a huge catalogue 
from which to choose, with 
140 different options for 
Brahms’ Violin Concerto. 


Sew Ue & Change country/currency 


ne eer | But we'll help you make 


— Brahms: Concerto for Violin in D Major, Op. 77 the right choice with our 
aa Bs page tts recent Concrete B ak. Oo 77 Sonne Bans 1829-97) en CD 8 ONO unique listing of reviews 


“tect and recommendations 
“site Music ss {MON IONT GAMO ON © from the Gramophone, 
saageninn Penquin 


=e the Penguin Guide, BBC 
= Music Magazine and 


Building a Library. 








me ese Otc of the month First Choice Fieahst Me @e-isaue of the 
¢ Aore 2007 August 2097 Month 
a October 2009 
SD Men & Arte All recordings 


* Charmdéus Sale Pres ween inthe VAT See terry 8 fo mccitoo fer og rates 

















Grahmes & Ovorak: Violin Concertos tee 
rakes: Vietin Concerte ts D Major, Op. : 


> 
> 
: + 
Sane oe Checape Symphony Orchestra. Corks sini @iedi ==. 
mnamty Deeran: Vien Concerte i A miner, Op. ” 
* Wenaster SS Leeann Pierre Orchesten Daten Ber entesere 
+ Wigmore Mall Live - 
Quarts ee ee 
Aacore The Stree rie 26 Deeg 20 CecePbunety Sne Defer and, D awry Gow Covper wits Me 
2 Wives af emt ree Bevereg Per ore) ane Gabel! Nawe geen we ae ac eceer of ie ( mem 
Awards 





wwtu 
whee antl } ann hore, great) and lee meny Waenmsett ~ bramegmone Megazine 
Mi sea TERS ger + the 6.0 glory af (e Grates! perfprivances from the wortd + 
greatest calalomer of ream ted ruse a ‘ly term aetered at Aeter, Kner ttut os dmret 
perv cind 


i 
BOC Maen Maygosine tren me eripine ST tana ‘Pepe Cees rHeer eorengs emerge ain on 
ards 2010 mwnenaty You # pe hen oo Gouee Oak | yOu ere Ove Sreserce Of lope ea*y Museo 245 


Saecs aa Cee It's the way that we do it. 


Sete 
Ln stock - usually Gespatched within 1 working Gay. 


Brahms & Dvorak: Violin Concertos Kee 


Bromws: Violin Concerto in 0 Major. Op. 77 
Drerek: Vielen Concerte in A miner Os $3 





www.prestoclassical.co.uk 
The most user-friendly classical music site 
on the internet. 


allowed Miles’s horn a presence in halls 
designed for 100-piece symphony orchestras.” 

So the microphone is integral to Reich’s 
concept of orchestration? “Absolutely, It’s my 
job to orchestrate my music as well as I can 
and I use amplification not to make it loud, 
but to balance, say, the xylophone, which is 
naturally louder than the piano, so that the 
upper register of the xylophone and piano 
blend. It’s nothing to do with the sociology 
of the orchestra — the fact that rehearsal time 
is never enough, and there are musicians 
sitting there who aren’t into the music, all 
of which is true — it’s just that in terms of 
acoustic engineering, the orchestra is wrong 
for my music.” 

I mention Tilson Thomas’s role in The 
Four Sections. What is it about Retch’s music 
that makes the traditional role of a conductor 
seem obsolete? “From a classical perspective, 
all my pieces are chamber music. ‘The 
musicians don’t follow anybody, they listen to 
each other. Every piece I wrote between Piano 
Phase and Music for 18 Musicians includes a 
specified number of repeats — so the players 
can repeat a particular bar, say, between three 
and seven times. When I made these pieces 
initially, I didn’t even write in the number 
of repeats because I trusted the musicians’ 
instincts; the idea is, you listen to what you're 
doing, and listen to the person next to you, 
and when the time feels right, you move to 
the next bar. So these pieces are based on an 


‘Brahms, Mabler, 
Wagner, Sibelius — if it 
all disappeared tomorrow, 
| wouldnt even know’ 


expanded idea of chamber music, as opposed 
to conducting, And then musicians give you 
feedback. I tried Music for Mallet Instruments, 
Voices and Organ with my ensemble. I could 
feel the palpable lack of interest around 
the room so I got rid of it. ‘The emotional 
reaction of musicians you trust is priceless.” 
When I followed Music for 18 Musicians 
with a score recently, making a connection 
between eye and ear stressed how far Reich 
has removed himself from a Western classical 
mindset. Its refrain-and-chorus-like structure 
reminds me of a vastly enlarged popular song 
format; clarinets and voices move together 
in rhythmic unison like saxophones and 
brass in a big-band; the endlessly displaced 
rhythms fly straight out of Charlie Parker; 
the vibraphone refrain which heralds each 
new section, appearing every time either 
with augmentation or diminution, suggests 
the Notre Dame polyphony of the early 
French composer Pérotin; and the bass parts 
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are as catchy and uncluttered as a Marvin 
Gaye boogaloo bass-line. Something else 
becomes clear. All this music that feeds into 
Reich’s sound world relies on a fixed pulse, a 
groove. [hat’s why Reich has no truck with a 
conductor’s rubato. 

“A musician who spends his life playing 
Schubert is just not going to be able to play 
my music,” Reich nods sagely. “Brahms is a 
great composer — his invertible counterpoint 
at the 12th is, like, really fantastic — but 
I don’t want to hear a note of it, not now, 
not later, not ever. Same thing for Mahler, 
Wagner, Sibelius. If it all disappeared 
tomorrow, I wouldn’t even know, If you 
don’t follow that discipline of a fixed beat, 
I’m not interested. In fact I’m profoundly 
disinterested. The one thing people asked 
me when I wrote 2x5, which is for the 
instrumentation of a rock band, is how can 
you expect classical musicians to rock? 

“But this generation has produced a new 
kind of musician who knows how to play 
Stockhausen but who also knows about John 
Coltrane, DJ culture and African music. On 
the recording of 2x5, Mark Stewart plays 
electric guitar. He trained as a cellist at 


Eastman and is Paul Simon’s musical director. 


So he’s a classical musician and he’s a rock 
musician. The other guitarist, Bryce Dessner, 
went to Yale and plays in The National, a 
rock band you're going to hear a lot about. 
So he’s a classical musician and he’s a rock 
musician! [ think time is on most composers’ 
sides. Attitudes change through osmosis. ‘This 
music’s in the air. Of course these young guys 
know how to play it.” @ 

“Reverberations: The Infiuence of Steve Reich” 
will be at London’s Barbican Centre on Saturday 7 
and Sunday 8 May 


The Reich stuff: five 
essential recordings 


Piano Phase 

London Steve Reich Ensemble / 

Kevin Griffiths 

CPO © CPO777 337-2 (9/08) 

Performed by Keith Ford and Vincent 
Cover with energy and speed, this is a 
monumental and steely recording with 
real clarity in all tones of the piano. 
Music for 18 Musicians 

Anonymous Ensemble / Steve Reich 
ECM New Series © 821 417-2 

The original recording of the work and 
a landmark release in the history of new 
music on record 

Different Trains 

Lyon National Orchestra / 

David Robertson 

Naive Montaigne © MO782167 (4/05) 
The original string quartet version of 
Reich's haunting, hypnotic work is here 
realised on a far larger, captivating scale. 
You Are (Variations) 

Los Angeles Master Chorale: Ensemble 
Modern / Grant Gershon 

Nonesuch © 7559 79891-2 (10/05) 
Grant Gershon leads a mystical account, 
with the Los Angeles Master Chorale 
responding to the inner glow of these 
Hebrew and English settings. 

2x5 

Bang ona Can 

Nonesuch © 7559 79786-2 (A/10) 
Brilliant playing of a work that seems to 
explode the inner workings of a rock band 
at full throttle. 





Drumming: in rehearsal at 
the Barbican, 2006 
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Since winning Gramophone’ Recording of the Year for the last volume in their Byrd 
series, The Cardinalls Musick have been immersed in several new projects, not least 
recording the music of Robert Parsons. Richard Lawrence catches up with them mid-take 


wo, eter Ackroyd’s novel, English Music, includes a chapter 
i) in which William Byrd is instructing three pupils. ‘They 

walk in his garden which, he says, “makes me think 

is laid out for 

. & our content”. Citing a group of composers taken from 

Morley’s A Plaine and Easie Introduction to Practicall Musicke, Ackroyd’s 

Byrd continues: “The curving lines of those lawns and meadows yonder 


is like their own lineage... 


| of our English masters, whose music.. 


All of them conceived their best path lay 


through the old music...the musicke of the country before this time.” 


‘The Cardinall’s Musick made their name with recordings of music 
by Nicholas Ludford and Robert Fayrfax, and they have recently 
completed their survey of Byrd’s Latin sacred 
music, the last disc of which is the current 
Gramophone Recording of the Year, which they 
have followed up with the “Missa Cantantibus 
Organis” (reviewed on page 89). Yet they are 
already engaged upon discovering another of 
Ackroyd’s “English masters” (Fayrfax being one): 
Robert Parsons, about whom little is known save 
that he drowned in the river Trent in 1571 or 1572 aged about 40. 

The ensemble’s new disc, out this September, includes the two 
English anthems and all the motets, including the exquisite Ave 
Maria, which they have recorded before (7/00), The chosen venue 
these days is the Fitzalan Chapel at Arundel Castle and it is there, on 
a cold November day, that I catch up with them. Why Parsons? IT ask 
Andrew Carwood, the co-founder and conductor of the group. “He 
sits in the middle of the 16th century. I have a theory that Parsons, 
Byrd, William Mundy, the elder Alfonso Ferrabosco and possibly 
Robert White were all connected. ‘There’s a similarity between some 
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T have a theory that 
Parsons, Byrd, William 
j\ lundy and R obert LW hite first take, which has been interrupted — a rare 


were all connected’ 


of their compositions, they wrote some of the same sort of things: 
Lamentations (though not in Parsons’ case), Funeral Responses, 
settings of the psalm Domine quis habitabit? Having done all this end- 
of-the-century Byrd, I’m interested in going back a bit and joining up 
the Ludford/Fayrfax generation with the Byrd generation by exploring 
the middle. We don’t know where Parsons came from, but the absence 
of any reference to a home town in the record of his appointment as a 
Gentleman of the Chapel Royal suggests that he was from London.” 
In the freezing Fitzalan Chapel, the last session is underway. Ten 
singers — two to a part — are recording the Ninth Respond from 
the Office of the Dead, Libera me, Domine, de morte aeterna. The 
recording team is in a separate room, but can 
see the performers on a television monitor. 
The producer is Jonathan Freeman-Attwood, 
well known to Gramophone readers. After the 


event, I am told — by the rumble of a passing 
aeroplane, the singers troop in to listen. 
Producer and conductor emphasise the need 
to give proper weight to the “false relations”, the spicy semitone 
clashes so characteristic of Tudor music. Later on, and more than 
once, Freeman-Attwood pushes the singers on their intonation. It all 
seems to be taken in good part; indeed I’m struck by the prevailing 
geniality, the consequence of experience and mutual respect. Freeman- 
Attwood took over the Byrd project from the tenth volume onwards 
and it turns out that he and Carwood go back a long way, having been 
fellow postgraduates at Christ Church, Oxford, in the 1980s. After 
the break come a motet, Peccantem me quotidie, and an anthem, Holy 
Lord God Almighty. The singers have not seen the latter before: it’s 
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soon despatched, but not before Freeman-Attwood has again made 
comments on the tuning. 

Like his fellow singers, Robert Evans is a freelance. How does 
The Cardinall’s Musick differ from other groups? “Like most 
organisations, it comes down to the person at the top. I’ve known 
Andrew a long time and I’ve a lot of respect for the way he works: 
he’s a singer, so he understands what we’re up against and how to get 
the best out of us, The partnership with Jonathan works very well. And 
[ love working in this wonderful building: we come down for three 
days, staying overnight, so you've got time to think about the music 
and if things aren’t going very well you’ve got time to put them right.” 

Sometimes the line-up is one to a part; here it’s two. Does he have a 
preference? “With single voices you stand in one line. I’m a baritone, 
and to be able to hear the bass purring beneath me is a real joy. But 
it would be difficult with Parsons: the lines are long, sustained, quite 
athletic, and it’s good to have another voice to complement you.” 

Rebecca Outram has been with the group since the Ludford 
recordings of the mid-1990s. She is equally enthusiastic: “What I 
love about Andrew is that he appreciates his singers’ musicality and 
independence of musical mind. He will often enjoy the way one of 
us sings a phrase and he’ll say, ‘Pd like us all to phrase it like that,’ 
so there’s certainly a sense of our working as a team. It’s not harder 
singing two to a part, just different. It could be harder to tune, but we 
tend to work with the same people, so we know their voice and how 
they work, ‘Today is unusual, because ’m normally a soprano and I’ve 
been singing with Caroline ‘Trevor, who’s normally an alto: we’ve been 
singing ‘mean’, which is a middle-range part.” Does she enjoy this 
music, and is there anywhere to breathe? “I love | 
it — the broad sweep, the long lines, the melismas; / 
and the shape of the phrases usually lends itself to 
good breathing places: you can see the shape and 
the language of the phrase, even if you’re just on 
one vowel.” 

Over a cup of tea after the session, I ask 
Andrew Carwood the question I put to Evans 
and Outram: what is different about a choir 
made up of singers who sing with other groups? 
“We have a visceral, powerful attachment to the 
music. I think we sing it in a very different way 
from other groups, especially the English music, 
which is of symphonic proportions. We did two 
pieces of Parsons yesterday — enormous, 12- or 
13-minute pieces: huge gestures, long build-ups, 
something the Continental composers couldn’t 
even get close to doing. [ve allowed the singers 
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TheFitzalan Chapel (far left) is the location for the 
ieee ic meee cnrliuriise sure 
Attwood and conductor Andrew Carwood (left) 
work closely together throughout the session 


The Cardinall’s Musick: essential listening 


Music at All Souls, Oxford 
ASV Gaudeamus ™ CDGAUI96 
A marvellous anthology of 
Isth- and early 16th-century 
English pieces, including 
Parsons Ave Maria, 

Tallis: Gaude gloriosa 
Hyperion © CDA67548 
Another anthology, this time of 
Latin works by Byrd's master 
and friend. At 17 minutes, the 


magnificent Gaude gloriosa 

is the longest piece; equally 
appealing is O nata lux 
Guerrero: 

Missa Congratulamini mihi 
Hyperion ® CDA6/836 

The Cardinalls Musick move 
away from English music with 
this joyful Mass for Easter 
and the motet by Thomas 
Crecquillon on which it is based. 


to sing, I encourage them to develop their voices. ‘They have to pull in 
the same direction with their phrasing, but beyond that they’ve a free 
rein. It’s not always perfect, but I’ve never used the word ‘blend’. I like 
the more earthy, compelling interpretations. You have to take risks,” 

What of the future? The original Byrd project on ASV was to have 
comprised 20 dises, culminating in the Great Service. Hyperion took 
over at volume 10, but has stopped at volume 13, limiting the series 
to Byrd’s Latin output. “We are recording the Great Service in April. 
The English pieces are much shorter, without the same emotional 
intensity as the Latin pieces, so one could find oneself in a series 
of wonderful gems, which would be like looking at a collection of 
miniatures. We are planning a tour round the 
country of Byrd’s Latin works and we'll make an 
announcement then about the English music. 
I'm talking more about music written in English, 
not music written for the Church of England: 
pieces in three or four parts and consort songs 
with viols, written for performance at home.” I 
am impressed by Carwood’s care for planning. 
“Tt would need to be very carefully themed, with 
a mixture of styles. | would love it to have the 
quality of Graham Johnson’s Schubert Lieder 
collection,” 

On the way to the station, I meet one of the 
recording engineers who has lost his keys. Several 
calls later, on the train, Carwood finds them 
in his briefcase and returns to Arundel. It’s 
reassuring to discover, after a day of effortless 
achievement, that the team is fallible after all. © 
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Prokofiev's Peter and the Wolf is a work 
of considerable charm for people of all ages. 
Jeremy Nicholas enters the menagerie 


was about 12 years old when 

a chiropodist friend of my 
parents, seeing how much 

I enjoyed classical music, 

gave me his entire collection 

of 78s. Included among the 
‘Toscaninis, Cortots, Galli- 
Curcis and Kreislers was HMV 
C4046-8: Wilfred Pickles narrating Peter and 
the Wolf with the Philharmonia under Igor 
Markevitch. It was my introduction to the 
piece. Pickles (1904-78) was the presenter 

of a then immensely popular radio quiz show, 
Have a Go!, and was obvious casting for the 
role of narrator: a celebrity who was friends 
with the microphone. It’s currently available as 
a download. The 1951 Record Guide, in praising 
Pickles’s narration, noted that the chief theme 
of the piece (Peter/violins) “appeared to be an 
anagram of the ‘Lambeth Walk’”, and was of 
the opinion that “though amusing enough at 
first hearing, Peter and the Wolf palls, once the 
element of surprise has been eliminated”. It is 
a comment of which I was frequently reminded 
when preparing this survey of recordings. 

The story of the work’s genesis is well 
known. In June 1935, Prokofiev and his 
family were taken to the Moscow Children’s 
Theatre, then under the direction of Natalia 
Satz. A new Children’s Theatre was to be 
opened the following February and Satz 
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had the idea of opening the building with a 
work that would familiarise children with the 
instruments of the orchestra. Prokofiev, while 
working on Romeo and Juliet, had composed 
some simple piano pieces for children (Music 
for Children, Op 65), which had prompted the 
notion of writing “a symphonic fairy-tale”. So 
when Satz approached him she found him not 
only amenable to the commission but ready 
with ideas for a storyline. “We came to the 
conclusion,” Satz recalled, “that we had to 
find characters that could easily be associated 


‘Prokofiev's piano pieces 
for children prompted 
the notion of writing a 
symphonic fairy-tale’ 


with the concrete sound of different 
musical instruments.” Prokofiev agreed: 
“Sharply contrasting characters must have 
correspondingly contrasting sound-colours, 
and every role must have its leitmotif.” 

A rough draft of the text was given toa 
lyricist acquaintance of Natalia Satz who 
wrote a scenario in rhyming couplets with the 
title How Peter Outwitted the Wolf. Prokofiev 
vetoed the verse, feeling that it would detract 


from the music, and set about writing the 
text himself. For those who don’t know the 
story — I wonder how many reading this piece 
do not — the polyglot Nicolas Slonimsky has 
provided a succinct summary: “Peter is a 
Soviet boy who takes care of his pet animals, 
including a bird, a duck, and a cat. When a 
wolf invades his domestic zoo, Peter organises 
a hunt, rounds up the predator and takes him 
to the zoo.” It took Prokofiev barely more 
than a fortnight to compose and orchestrate 
the music. Peter and the Wolf was given its 
first performance on the stage of the Central 
Children’s ‘Theatre on May 2, 1936. It was 
conducted and narrated by Satz herself. 
Among the earliest recordings were several 
from America: the first — probably the world- 
premiere recording — was made in 1939 for 
RCA Victor by Serge Koussevitzky and 
his Boston Symphony Orchestra with the 
Western character actor Richard Hale as 
narrator; soon after, Milton Cross, the long- 
serving “Voice of the Met”, and pianist Mario 
Janero recorded it on four 10-inch discs for 
the Musicraft label. In 1946 Disney released 
an animated Peter and the Wolf as a segment 
of Make Mine Music, a kind of pops‘n’classics 
sequel to Fantasia. Tt was narrated by Sterling 
Holloway, a stalwart of many Disney 
cartoons. The soundtrack was released on 
dise, and the film later included in the reissue 
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of Fantasia in 1947, Leopold Stokowski was 
not the conductor on that occasion, as he 

had been for the original Fantasia in 1940, 
but had already recorded the work in 1941 
with Basil Rathbone and the All-American 
Orchestra. Stokowski’s soloists vividly 
characterise their parts, tempi are brisk, while 
Rathbone, the definitive Sherlock Holmes of 
his day, injects pace and drama into the text. 

Ah, the text. Great literature it ain’t. Like 
many another composer who has tried his 
hand art the written word, Prokofiev was no 
prose poet. It doesn’t help that the inflexible, 
stodgy English texts accompanying the various 
published scores are translations by linguists 
who fail utterly to differentiate between prose 
to be read in the head and prose to be read out 
loud. That is why almost every narrator brings 
his or her personal variation to the printed 
text in an effort to make it more colloquial and 
breathe life into it. More of that later. 

An American recording does not guarantee 
an American-accented narrator. South 
African-born Rathbone spoke with a refined 
English accent, as did the fruitier-toned 
Australian-born Cyril Ritchard (1897-1977) 
who recorded the work in the Broadwood 
Hotel, Philadelphia, with that city’s orchestra 
under Eugene Ormandy in 1957. Ritchard 
uses the microphone intimately (a lovely 
reading) while the orchestra is set behind 
him in a spacious acoustic. Conversely, 
Eleanor Roosevelt declaims the text as if 
she were addressing the Daughters of the 
American Revolution, while Koussevitzky 
in this second recording (1950) with his 
Boston players is heard in the attractive 


intimacy of the chamber-like Tanglewood 
Concert Hall. The disc, with its coupling of 
Sibelius’s Symphony No 2, is likely to appeal 
more to Koussevitzky fans than children. 




















Ps 


Rathbone. A\|-American Orch / Stokowski 
Avid ® AMSC601 

The sound resembles a Jom and Jerry 
cartoon but, remarkably, this works in the 
music's favour. It's hugely enjoyable, coupled 
with (narrator-less) performances of Carnival 
of the Animals (Stokowski), Young Person's 
Guide (Sargent) and Jeux d enfants (Dorati). 
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‘Two opera singers are among those with a 
greater feeling for words and atmosphere. 
Eric Shilling, the eminent bass-baritone who 
died in 2006, may not be a big-star narne but 
his musical voice and exemplary enunciation 
are perfectly matched by Karel Anéerl and 
the Czech Philharmonic Orchestra (notably 
juicy woodwind and characterful brass). Sadly, 
he omits the introductory section, but the 
vigorous pacing of the music, the matching 
acoustic for narrator and orchestra, and the 
sense of a proper, integrated performance 
make this a leading contender. 

Picture a cuddly, rosy-cheeked 
grandmother surrounded by eager young 
faces as she reads them a bedtime story. 
‘That is the image conjured up by Canadian 
contralto Margaret Forrester, who died in 
June last year. As the mother of five children 
with several grandchildren, she had clearly 
had plenty of practice as a story-teller. Her 
vivacious, warm-hearted recording dates from 
1991. The Montreal Metropolitan Orchestra 
and conductor Agnés Grossmann are fine 
(no more than that) but the two-disc set also 
has Forrester in her soft Canadian accent 
narrating Prokofiev's Summer Day and Winter 
Bonfire (including sound effects), a booklet 
with the full texts, and Symphony No 7. 

A third and different sort of singer provides 
another approach. Sting may not have 
the most melodious speaking voice nor be 
unduly concerned about enunciation (and 
his Grandfather characterisation is terrible) 
but he brings, like few others, a real sense of 
adventure to proceedings. Claudio Abbado and 
the Chamber Orchestra of Europe win first 
prize for the timpani/gunshots and combine 
high spirits with light-heartedness while 
lingering for moments of touching pathos 
(try the passage after the Duck’s demise). The 
clarinettist, by the way, is one of only a handful 
on disc who really sends the Cat scampering 
up the tree (accelerando and precipitato as 
Prokofiev demands) to escape the Wolf. 

Lenny Henry’s narration (under Jacques 
Pési) has the same contemporary touch as 
Sting’s. Children will immediately respond to 
his enthusiasm, charm and palpable sincerity. 
Unfortunately, instead of a flute for the 
Bird we have a Chinese sheng, and a tiple for 
the Duck (great in a Catalan cobla band but 
not here). Devastatingly, there’s an oboe 
d’amore for the Cat instead of a clarinet and, 
ludicrously, three accordions for the Wolf 
instead of French horns. 

André Previn’s narration is, by contrast, 
so laid-back that it borders on the dismissive. 
Intoned in a colourless voice, he appears to 
be speaking in a catacomb —a pity, because 
he leads one of the best-engineered and most 


responsive recordings, ‘The RPO’s strings are 
suave and playful, the brass and percussion are 
given their head and small details, like the three 
unearthly bars of harmonics played (doloroso) 

by the cellos after the Wolf has swallowed the 
Duck or the castanets in the final march, are 
lucidly captured. 

Another conductor/narrator offers a more 
generalised view of the score but a more 
practised and thoughtful narration. Leonard 
Bernstein recorded in 1960 (and, like 
Ormandy, in a hotel — St George, Brooklyn) 
is the only narrator who introduces himself - 
“This is Leonard Bernstein” — and begins not 
by telling his audience what the instruments 
represent but by asking them to guess. “Right 
again...My, you really know this piece, 
don’t you?”, With his mellifluous speaking 
voice, Bernstein’s brief additions to the text 
add clarity. 

Three generations of Prokofievs have 
recorded the work: Lina Prokofiev, the 
composer’s widow, was the first, in 1986, and 
a remarkably feisty and engaging reading she 
gives too, with a voice that belies a lady then in 
her 89th year (she died in London aged 91 in 
1989). Well recorded, Neeme Jarvi is a routine 
rather than inspired partner. In 1991 Lina’s 
son Oleg Prokofiev (1928-98) and his 
16-year-old son Gabriel shared the narration. 
Oleg (with his accented English) and Gabriel 
(RP English) are charming amateurs, 
overshadowed by the vibrant playing of the 
New London Orchestra under Ronald Corp. 
However, the disc includes The Ugly Duckling 
narrated by soprano Penelope Walmsley- 
Clark, Winter Bonfire and Summer Day, full 
texts and Natalia Satz’s account of the work’s 
genesis taken from her autobiography. 

For Finnish speakers, Lasse Péysti is the 
accomplished kertoja with Jukka-Pekka Saraste 











Sting. COE / Abbado 

DG © 429 396-2GH 

Sting’s involvement is infectious - one really 
gets the sense of a dad performing for his 
kids in his modernised, colloquial reading. 
Claudio Abbado and the Chamber Orchestra 
of Europe give arquably the best overall 
account of the score on disc. 
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on the Ondine label. French speakers can turn 
to Jacques Martin as recitant, Germans to 
Marius Milller-Westernhagen as Sprec/er and 
Spaniards to Miguel Bosé as recitador. All three 
have the same backing from Kent Nagano and 
the Lyon Opéra Orchestra and are available in 
the same impressive six-CD set from Warner 
Classics of Prokofiev’s stage works and film 
scores. The English version is narrated by 
Patrick Stewart, aka Captain Jean-Luc Picard 
of the Starship Enterprise. Stewart and Nagano 
are polished, accurate, sound beautiful and are 
quite uninvolving. 

Nagano does a better job with the Russian 
National Orchestra. Sophia Loren is an 
accomplished and sympathetic narrator. 
Unhappily, the rest of the short (47'50") dise 
is taken up with Mikhail Gorbachev mouthing 
mercifully brief platitudes in Russian, and Bill 
Clinton narrating a monumentally nauseous 
and politically correct version of the tale to 
the accompaniment of some elevator music. 
The upside is that all the narrators’ royalties 
go to charity. 

Hermione Gingold’s eccentrically ripe 
rendering is a delight (our own Edward 
Greenfield’s improved version of the 
traditional text is far more narrator-friendly) 
but sometimes strays off-mike. Her unlikely 
partners are Karl B6hm and the Vienna 
Philharmonic who provide the best Wolf's 
entrance of all, the cymbals and brass creating 
a truly menacing atmosphere. DG pairs this 
with Carnival of the Animals interspersed with 
Ogden Nash’s anachronistic verses. 

Richard Baker, the broadcaster and music 
buff, had one of the great microphone voices 
of recent times. His narration, ideally balanced 
against the orchestra, bears repeated listening. 
Raymond Leppard and the New Philharmonia 
don’t miss a trick. ‘The coupling is The Young 














Philh Orch / Stephenson (dir Suzie Templeton) 
ArtHaus Musik © 2¥2 101 804GB 

The score remains intact but the storyline 

is given a facelift with a Grim contemporary 
opening sequence and some genuinely funny 
animal antics that make this a captivating 
experience for children. The film won the 2008 
Academy Award for Best Short Animated Film. 
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DATE / ARTISTS 

1939 Hale; Boston SO / Koussevitzky 

1941 Rathbone. 4)/-American Orch / Stokowski 
1950 Roosevelt, Boston SO / Koussevitzky 
1954 Baker, New Philh Orch / Leppard 

1957 Ritchard, °hiladelphia Orch / Ormandy 
1959 Richardson: 50 / Sargent 

1960 ~=Bernstein. NYPO 

1963 Shilling. Czech °C | Anéerl 

1965 Connery, RPO | Dorati 

1969 McCowen, Concertgebouw Orch / Haitink 


1974/75 Gingold PO | B6hm 





RECORD COMPANY (REVIEW DATE) 
Pearl © GEMMCD9487 (2/40*) 

Avid © AMSC601 (11/98) 

Naxos ) 8 111290 

CfP © 382230-2 

Sony ® SBK62638 (11/60") 

Decca @ @ 458 595-2DF2 (1/92 

Sony ® SMK6O0175 

Supraphon ™ SU3676-2 

London @& 444 104-21 PF 

Philips ™) @) 442 2782PM2 

DG © 415 3512GH 

Philips © 412 559-2PH 

DG © 429 396-2GH (4/97), © 22 073 4267GH 


Chandos ©) CHAN85I1 (5/87): @ CHANI0484: ® CHAN2022 (0/06) 


Telarc © CD80126 (5/87) 

Virgin © 5624972 (9/89") 

Naxos © 8 550335; © 8 550499 
Nimbus ©) NI5192 

Hyperion @) CDH55177 

CBC © @ SMCD5118-2 

Ondine © ODE793-2 


Naxos &) 8 554170 

ArtHaus © 22 100 102 

Virgin @ 561782-2 (5/00) 

Pentatone © % PTC5186 O11 (2/04) 


1985 Wogan. Boston Pops Orch / Williams 

1986 ~—s_ Sting, COE / Abbado 

1986 ~=L Prokofiev 5NO / N Jarvi 

1986 = Previn, RPO 

1988 Gielgud, Acad of London / Stamp 

1989 Nicholas, © zec70-Slovax Rad SO / Lenard 

1989 = Lee; English Stg Orch / Menuhin 

1991 0 & G Prokofiev “ew London Orch / Corp 

1991 Forrester. \Vontrea! Vietronolitan Orch / Grossmann 
1992 Péystl *, Helsinki Rad SO / Saraste 

1993 Stewart/Martin '/Miller-Westernhagen “'/Bosé. Lyon Opera Orcn / Nagano Warner (8) @) 0927 49636-2 
1997 Everage; \clbourne SO / Lanchbery 

1997 Dowell, Royal Op Orch / Murphy (Royal Ballet School) 
1999 Henry. ens / Pési 

2002 _—sc Loren: Russian Nat Orch / Nagano 

2006 = Philh Orch / Stephenson (dir Termpleton) 


ArtHaus ©) 22 101 804GB 








Person’s Guide, with Eric Crozier’s dry-as- 
dust introductory text actually made to sound 
interesting by Baker, and Robert Donat’s 
recording of Rawsthorne’s Practical Cats 
conducted by the composer (if Peter and Babar 
are fairly easy to perform live and Facade is 
challenging, believe me, Practical Cats is the 
killer of all narrator-and-orchestra works.) 

My own version of Peter (which I won’t 
attempt to review!) was added to an early 
Naxos CD with the Czecho-Slovak Radio 
Symphony Orchestra under Ondrej Lenard. 
That was issued initially without narration, an 
oddity you can still track down (the only 
other CD recording I’ve found without 
narration is Tatiana Nikolaieva playing her 
piano transcription). My take on it survived in 
the catalogue until it was superseded by Dame 
Edna Everage in 1997. Her “possumised” 
version has sold by the truckload but, for me, 
an Australian housewife telling the story is 
funny only on the first hearing. Nor is the 
playing of the Melbourne SO under John 
Lanchbery anywhere near outstanding. 


Sean Connery’s contribution (1965) was also 
recorded in a separate location to that of his 
partners, the Royal Philharmonic under Antal 
Dorati. He had just four hours free to read 
Gabrielle Hilton’s revised narrative in a suite 
at the London Hilton before dashing off to 
Greece to be 007 again in Thunderball and 
donating his royalties to Dr Barnardo’s. 
Connery’s velvet voice is all right but too 
consistently sotte voce, lacking variety in tone, 
pace and characterisation. Christopher Lee 
(Scaramanga to Roger Moore’s 007) uses his 
rich bass-baritone to chilling effect in a 
masterly and musical reading aided by Yehudi 
Menuhin’s lively handling of the score. Lee, 
though, is placed rather too backwardly 
against the orchestra, and the couplings 
(Prokofiev’s Classical Symphony and Violin 
Concerto No 1) are not ideal first choices for 
young children. Alec McCowen (oes all the 
voices — and does them very well (a 
particularly fine Duck) — but I question some 
of the changes to the text, such as inserting a 
final plea from the Duck (“Let me out, let me 
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29th April 1879 - 8th | 
Live Recordings - First Commercial CD Release somm-BEECHAM 29 
WAGNER Overture: Rienzi 


DELIUS In A Summer Garden 
SCHUBERT Symphony No. 9 
Royal Philharmonic Orchestra conducted by SIR THOMAS BEE 


‘An exciting and essential document in the revival 
ieee @ of this towering masterpiece”. 
The Beecham Lore“ Rob Cowan. The Trojans. SOMM-BEECHAM 26-8. 
Live Recordings 


First Commercial CD Release “In a very real sense this is Beecham’s Les Troyens. ... a 


recording to be valued for the complete mastery of the condatele 
Classical Recordings Quarterly. The Trojans. SOMM-BEECHAM 26 


Overture, Reena 


“Sina Oke’s Somm label continues to delight. The label’ 
connection with the Beecham Trust has already yielded a 
substantial catalogue of the conductor's rarities. This disc — 
9 Je continues the story and upholds the high standards of the ~ 
een ° 


rest of the Beecham Collection”. 
Royal Phitharmente Rob Barnett - MusicWeb International. 
(yebestra 


Thomas Beechant. Mozart, Alwyn, Grieg, SOMM-BEECHAM 23, 
Sa 
art. C4 


in A Sumer Garden 
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Anniversary 


Dise One 
Arabeske ( p if 


. Symphonic Erades Op. 15 


with 5 Postheumous Variation 


3. Blumenstick Op. 19 


Dise Twe 


|. Fachingssehwank aus Wien Op, 2 
. Fantasie Op, 17 


9th ES ae LP 2 Liszt 
7 a a Competition 


idle March ieee Ae 


Utrecht, The Netherlands 






Dienbuted in the UK. 
by Metronome Distribution 


Information and tickets: 
www.liszt.nl 
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A pensive Prokofiev 
at the piano ; 


out of here”), His conductor, Bernard 
Haitink, who shares the role with others on a 
twofer of favourite Prokofiev suites, is not 
alone in departing from some of Prokofiev’s 
tempo markings, to no bad effect (eg the 
Hunters’ entrance, faster than crotchet=1 16). 

John Gielgud, in the first of two recordings, 
proves more warmly engaging than either Lee 
or McCowen, speaking the traditional text with 
that extraordinary and (to my ears) beautiful 
voice — though what young children today will 
make of his fluting tones I have no idea. Virgin 
Classics’ booklet, though, is a disgrace. 

If Wilfred Pickles was my first Peter, my 
benchmark version for years was the recording 
by Gielgud’s close friend Ralph Richardson 
with the LSO and Malcolm Sargent. Recorded 
in 1959, it sull sounds amazingly well for its 
age but the performance now seems formal 
and old-fashioned. The LSO soloists are 
not encouraged to enjoy themselves and, 
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though Sir Ralph is an avuncular story-teller, 
he is clearly a relative in front of whom it 
would be wise not to misbehave. However, 
Decca’s twofer in which it appears in its latest 
incarnation is the most complete collection of 
classics for kids on the market. 

The CD survey ends as it began with 
a great radio personality. Recorded back 
in 1985 with the Boston Pops and John 
Williams, Terry Wogan has one of the best 
microphone techniques in the business, and 
his mischievous, tongue-in-cheek delivery of 
the text adapted to his own persona is freshly 
minted, his tone perfectly calculated to win 
over today’s generation of youngsters (the 
American release of the disc featured Dudley 
Moore as narrator), 

Radio, as we know, has all the best pictures 
but three DVDs of Peter offer different and 
enchanting visual realisations of Prokofiev’s 
vision, even if his original purpose becomes 
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Baker. New Philh Orch / Leppard 

CfP © 382230-2 

Its areal pleasure to listen to a Speaker who 
treats the micropnone as an intimate friend 
and the traditional text with respect, managing 
to do so without drawing undue attention to 
himself. Baker's narration, ideally balanced 
against the orchestra, bears repeated listening 


a secondary consideration. Matthew Hart's 
choreography for the Royal Ballet School in 
1997 with Tan Spurling’s stunning design is as 
stylish as it is witty (the Hunters are a hoot), 
neatly danced by the youngsters and watched 
over by no less than Anthony Dowell as story- 
teller and Grandfather. ‘The Abbado/Sting 
Peter is given an original and quirky visual 
realisation courtesy of Roger Law and his 
Spitting Image puppets. Its clever, delightfully 
dotty (if a little knowing and offering no 
exercise for a young imagination), but kids of 
my acquaintance sit entranced and wide-eyed. 
Then there is Suzie Templeton’s Oscar- 
winning animated film from 2006, already a 
classic of its kind. There is no narrator — none 
is needed — for the updated story unfolds 
with logic and comedic balletic precision in, 
arguably, the only attempt to bring some 
psychological realism to Prokofiev's sketchy 
tale. Apologies to David Bowie, Alec Clunes, 
Jacqueline du Pré, George Raft, Johnny 
Morris, Beatrice Lillie, Angela Rippon, 
Willie Rushton, Boris Karloff, Peter Ustinov, 
Frankie Howerd, Mia Farrow, Ben Kingsley, 
Oda Slobodskaya, Eric Porter and Michael 
Flanders, but ’'ve heard enough. From a short 
list of Richard Baker, Hermione Gingold, 
Terry Wogan and Sting, my young friends 
Sam (10) and Jessie (9) unhesitatingly chose 
Sting with Abbado, But if you prefer the 
Urtext spoken by a master narrator with a 
perfectly modulated voice, it has to be Richard 
Baker with Raymond Leppard’s detailed, 
affectionate and robust musical illustrations. @ 


Visit the Gramophone Player 
at www.gramophone.co.uk 
to hear excerpts from this 
month’s featured recordings 
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www.hyperion-records.co.uk 


ALLEGRI MISERERE AND THE MUSIC 
OF ROME 

The Cardinall’s Musick finished 2010 in 
a blaze of glory with their Gramophone 
Recording of the Year award for the last 
volume of their Byrd Edition — a fitting 
tribute to the soaring artistry of the group 
and their director, Andrew Carwood. Their 
eagerly-awaited next disc features music 
from late sixteenth-century Rome. 

THE CARDINALUS MUSICK 

ANDREW CARWOOD 


BALAKIREV 

PIANO SONATA & OTHER WORKS 
Pianist Danny Driver has garnered 
overwhelming critical praise for his 
previous discs for Hyperion. For his latest 
disc, he turns to one of the giants of the 
Russian piano world. Balakirev’s Piano 
Sonata in B flat minor is a major 
achievement of the period. Its absence 
from the standard repertoire is 
unfortunate, as it is fully worthy of such 
a place. Undoubtedly this marvellous 
recording will provoke a reappraisal. 
DANNY DRIVER 


MUSIC FROM THE REIGN OF 

KING JAMES | 

Westminster Abbey has been the focus of 
British royal occasions for centuries, and 
the early seventeenth century saw the 
most dazzling musicians of the age writing 
music for the Court in all its various 
incarnations. This fascinating disc 
presents a selection of works from the 
reign of King James |. 

THE CHOIR OF WESTMINSTER ABBEY 
ROBERT QUINNEY 

JAMES O'DONNELL 


98 Compact Discs + bonus disc CDS44501/98 


Every known note of Liszt's piano music has been recorded and is included here: 

Leslie Howard's 57 original volumes plus the further 3 supplements. An unmissable 
release for Liszt's bicentenary year. 
Guinness World Record for the world’s largest recording series by a solo artist. 
LESLIE HOWARD 


MISERERE 


Compact Disc CDA67860 








 SCHULHOFF 
Violin Sonatas 
ans BECKER MEHR 
nyamness BECKER 


i 5 WO iii 


DAN 2 ‘DRIVER VA 


woe ; wiley. 
—— 


Compact Disc CDA67806 


era 
exe a 


“a 


'!’ 


a. 


Pas 


Compact Disc d 


11 
pa 
7a 


LISZT 

THE COMPLETE 
PIANO MUSIC 
Leslie Howard's 
recordings of 
Liszt's complete 
piano music, on 99 
CDs, is one of the 
monumental 
achievements in the 
history of recorded 
music. Remarkable 
as much for its 
musicological 
research and 
scholarly rigour as 
for Howard's 
Herculean piano 
playing, this survey 
remains invaluable 
to serious lovers 
of Liszt. 
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Compact Disc 
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(budget price) 
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Compact Disc 
OB) seis 
(budget price) 


cis 


PUERTO ML ROS tae 
RU ie Cee ele 
Hyperion’s Romantic Violin Concerto series 
reaches its tenth volume, and turns to two 
Me eee Cem Bec UOMO tLe 
which have lain hidden for decades. This 
disc provides a fascinating glimpse of 
musical history and the shifting fashions 

of the age which made fame such a fleeting 
thing for So many composers. 

PHILIPPE GRAFFIN / BBC NATIONAL 
ORCHESTRA OF WALES 

DAVID LLOYD-JONES 


IP Msgem HM ie LUE ty 

Tanja Becker-Bender appears here in a 
second disc for Hyperion with her 
compatriot, Markus Becker, who has made 
ATOM (ellen Mm ccie ce) (etme (tam Ct eM 101s A 
STE TOUam Pea TASTES) meee HEL 
Dadaist, surrealist and committed 
communist. These are some of the labels 
ESSA COM ALM CML Mey le COIR 
figure, but Schulhoff was a more complex 
PUOM UU eerec Uae UN eM PL LANL srs UE 
tags suggest. 

SPAN AEG] 0) Gotat slot B) oan) 

MARKUS BECKER 


SPOHR 

See Se ae 

aie Melba el SME Serge mel Sense) 

Sy 018) AT MeSMED LA) OLETO EI eS MR LUE CL oak OLR Eerste 
ERs \yrede MIE EU mare dem ecllt ali (cre 
LNG a ROL Sts Om meee Utes 
ALOU UATE M FNM EM st LCe) Ome TAM Ore LMt TL LAA 
so in England, where he was worshipped 
by all of musical society. 

ORCHESTRA DELLA SVIZZERA ITALIANA 
HOWARD SHELLEY 


eR w= GRAINGER 
RU Tcl 10) 

SMCs 

Vi, DS commemorates the 50th 

FUN Hecy AMO) mC lEcl iat ri mecwt rtm 

February 1961. 

‘Unquestionably an important and 

relishable release’ (Hi Fi News) ‘A capella 

singing at its very finest’ (Soundscapes, 

YS e ED) 

JOHN MARK AINSLEY 

DAVID WILSON-JOHNSON 

0) Mine) hameed ae a\ e Nae) 


ee Lees DLA tae 


Ae CNC oe 
f; AD Eee meine celle 


(BBC Music Magazine) 
‘An enchanting and 

WECM EN Om CHIC Me (eee ml AD 

STEPHEN COOMBS 

GRECHANINOV VESPERS 

‘Numerous delights. The performance by 

the Holst Singers is stunningly good. This 

serene, delectable music is irresistible and 

S0 is its performance’ (Choir & Organ) 

HOLST SINGERS / STEPHEN LAYTON 
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ORCHESTRAL 


Sir Simon Rattle’s revelatory 


“Resurrection” Symphony 


56 


CHAMBER INSTRUMENTAL 

Musica Antiqua Roma Stylish Chopin-playing 

delve into Corelli’s legacy from Leon McCawley 
68 74 





VOCAL 
The Brabant Ensemble breathe life into 


www.gramophone.co.uk 


the music of Clemens non Papa 


So 80 

ug 

= FILM 

ee Alexandre Desplat’s 

“es Harry Potter score 

# 67 

Ez | KEYTOSYMBOLS N Notes included 
<* @ Reissue s subtitles included 
z8 @ Historic %. SACD 

== @ Compact disc(number 22 DVD audio 

=S of discs in set) 2&2 DVD video 

< T = Texts) included = Blu-ray 

° ~ t __ transilation(s) included [= Download 

3 S Synopsis included CO VHS cassette 





OPERA DVD & BLU-RAY 
José Sanchez-Verdt’s Aura Gounod’s Mireille live 
and Domingo’s Fedora from the Palais Garnier 
90) O4 
REPLAY BOOKS 
Eloquent recordings from Fistoulari Stephen Sondheim’s lyrics, 
and the Vienna Octet explored by the man himself 
98 103 
nia no longer available Editor’s Choice Pay a visit to the 
aas all available separately See page 12 Gramophone Player at 
oas only available www.gramophone.co.uk 
separately to hear excerpts 
© €Iland from this month's 
e eet SIVET Gramophone Editor's Choice discs 
™ £8 to £10.99 recommends as well as other 
® £6to£7.99 featured recordings 


( £5.99 and below 
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Orcnestral 


Andrew Daviss The Planets « Rattle revisits the Resurrection « Walton plays Walton 


JS Bach 


Die Kunst der Fuge, BWV1080 

Akademie fiir Alte Musik Berlin with 

Raphael Alpermann org 

Harmonia Mundi (©) HMC90 2064 (78' « DDD) 

A colourful and dramatic approach 

to Bach’s kaleidoscopic mazes 

Choosing the means to 
realise what Forkel 
(Bach’s first biographer) 
called “variations on a 
grand scale”, the 
Akademie fiir Alte Musik 
take a bold if ultimately 
geometric approach to uncover the 
kaleidoscopic mazes in these almost 
unfathomable fugues and canons. This is 
essentially an orchestral arrangement using the 
forces of, say, Bach’s First Orchestral Suite, 
along with enriched reeds, and a soft-edged 
trombone to provide a sti/e antico gravitas. 
Chamber groups also emerge from within and 
a solo harpsichord appears intermittently. 

The result is an unusually dramatic 
exploration of linear and textural variation, 
one curiously drawn from a tried-and-tested 
rhetorical stable — whether working within 
the stylus phantasticus of Contrapunctus 5 or 
the symphonic “alla francese” of No 6 — and 
yet the fruity orchestral palette is decidedly a 
mathematical proof of the newest age: 
whether trombone doublings, sudden oboe 
band episodes or discrete solo string canti 
firmi appearing like shadowy satyrs, the 
incremental effect is both studied and often 
strikingly effective. 

If the Akademie’s opening movements 
provide scant sense of expositio (the bulgy and 
thrusting lines affording little expectancy), the 
triple fugue of Contrapunctus 8 represents 
some new directions of elevated purpose: the 
figure picked up from the third fugue now 
seems estranged as the piece is transformed 
into a compelling essay of disorienting angst. 
Interpretative risk takes another turn for the 
better in the hushed whispers of 
Contrapunctus 10 — a consummate four-part 
string “fancy” which both the Keller Quartet 
(ECM, 7/98) and Phantasm (Simax, 3/99) 
negotiate with a still wider poetic lens. 

The impact of these largely irradiating 
landscapes from the Akademie ultimately 
represents a struggle to reconcile expressive 
release (which these febrile textures 
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encourage) with determinedly ingrained 
Baroque stylistic reflexes. Contrapunctus 11 
seems an especially incoherent mix in this 
respect. Consequently, for all the promises to 
be transported — however enterprising these 
colourful performances — the poetics of Bach’s 
masterpiece remain tantalisingly elusive. 
Jonathan Freeman-Attwood 
— 
Barber 
Essays for Orchestra — No 1, Op 12; No 2, 
Op 17; No 3, Op 47. Piano Concerto, Op 38* 
‘Giampaolo Nuti pf RAI National 
Symphony Orchestra / Daniel Kawka 
Stradivarius (F) STR33814 (59’ « DDD) 
Piano Concerto — selected comparisons: 
Browning, St Louis SO, Slatkin (11/91) (RCA) RD60732 
Parker, Atlanta SO, Levi (7/97) (TELA) CDS0441 
Browning, Cleveland Orch, Szell 
(7/65®; 2/98") (SONY) 88697 52959-2 
Prutsman, RSNO, Alsop (11/02) (NAXO) 8 559133 
A reliable Concerto but the three career- 
spanning Essays are an inspired coupling 
ee | The two recordings of 
eres the Piano Concerto by 
John Browning are a 
* distinctly hard act to 
follow. The first, in 
tienwente Be mie 1964, with the Cleveland 
Ramee a Orchestra under Szell, 
has all the freshness and panache of a young 
pianist announcing a masterpiece with 
stunning conviction: the second, in 1991 with 
the St Louis Orchestra under Slarkin, still has 
the imprimatur of Barber’s chosen exponent 
and topped my Gramophone Collection (4/01). 
There have been more recordings since, 
including Jon Kimura Parker and Stephen 
Prutsman, but Nuti has a fine technique 
although neither the orchestra nor the 
recorded balance are up to the Americans, 
‘The coupling of the three Essays, spanning 
Barber’s entire career, is attractive. The First is 
a contemporary of the famous Adagio for 
strings — the two works were launched together 
under Toscanini in 1938 — and is equally 
elegiac. The Second, from the war years, is 
more grandiose, and the Third was written in 
Italy in 1978 and premiered that year by the 
New York Philharmonic under Mehta. ‘This 
last Essay, with its sumptuous Straussian slower 
section, shows that Barber did not change. 
The year after that premiere he provocatively 
told Allan Kozinn: “There’s no reason music 
should be difficult for the audience, is there?” 


The performances are all reliable and the CD 
is a welcome centenary tribute from 

Italy to a composer who had so many 
rewarding connections with that country 
throughout his life. Peter Dickinson 





N Boulanger - 


Gershwin - Tansman 


N Boulanger Fantaisie Gershwin Rhapsody 

in Blue Tansman Piano Concerto No 2 

David Greilsammer pf Radio France 
Philharmonic Orchestra / Steven Sloane 

Naive © V5224 (64' - DDD) 

The Rhapsody is hit-and-miss but the 
Tansman is revealed as a hidden gem 

~) After Alexandre 
‘Tansman performed his 
own Second Piano 
Concerto, George 
Gershwin embraced the 
pianist/composer 

aol th backstage, called him a 
genius, and launched a lifelong friendship. 
When, upon Ravel’s recommendation, 
Gershwin asked Tansman’s friend Nadia 
Boulanger for composition lessons in 1928, 
she turned him down, in fear that he’d risk 
spoiling a fully formed musical personality. 
That’s the Tansman/Boulanger/Gershwin 
triangle in a nutshell, and the basis for this 
dise’s programme. 

One can hear why Tansman’s concerto 
bowled Gershwin over. The work gushes with 
punchy orchestrations (especially in the brass 
and percussion departments), while the piano 
writing is built to sizzle and project like crazy 
across the foorlights. Although one might 
superficially glean stylistic allusions to Ravel, 
early Prokofiev, Milhaud, Honegger and the 
like, some of the Scherzo and finale’s 
antiphonal passages seem to foreshadow 
Messiaen’s Turangalila-~-Sympbhonie. At the 
same time, the Lento touchingly demonstrates 
Tansman’s gift for lyric simplicity. 

Although Nadia Boulanger was far less 
known for her creative efforts than her 
pedagogy, the three-part Fantaisie certainly 
demonstrates the young composer’s assured 
craft and ability to fashion orchestral textures 
that are richly varied and opulent without 
sounding thick. As you listen, don’t be 
surprised if Franck, d’Indy, late Fauré and 
even traces of Reger come to mind. 

Ferde Grofé’s Whiteman Band 
orchestrations for Gershwin’s Rhapsody in Blue 
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inspire an appropriately loose-knit ensemble 
sensibility within the Radio France 
Philharmonic’s members, especially in the 
first-desk solo licks. As for the solo piano part, 
Greilsammer hits and misses. Sometimes he’s 
right on the idiomatic money (his first 
unaccompanied cadenza), other times he 
imposes push/pull rubatos and tapered phrases 
that have more to do with the interpretative 
gestures of generic Romantic piano music 
than the music’s direct, forward impetus. In 
any event, pianist, conductor and orchestra 
make a compelling case for both the ‘Tansman 
Second Concerto as a minor masterpiece well 
worth reviving, and the Boulanger Fantaisie as 
a fascinating glimpse into this justly revered 
teacher’s “other life”. Jed Distler 


Brahms 
Symphony No 1, Op 68 
Hamburg Philharmonic Orchestra / 
Simone Young 
Oehms Classics (©) ©. OC675 (50’ « DDD/DSD) 
Selected comparisons: 
LPO, Alsop (3/05) (NAXO) 8 557428 
Budapest Fest Orch, I Fischer (12/09) (CHNN) COSSA28309 
Powerful Brahms from Hamburg - at 
least until you consider the rival versions 
Initially, Simone Young’s 
Hamburg Philharmonic 
Brahms First put me in 
; wa mind of an earlier live 
,S recording from the same 
YT | city, Furtwangler’s 
massively stated 1951 
broadcast with the North German Radio 
Orchestra...the opening at least, a heavy, slow- 
beating Un poco sostenuto that sets us up for a 
purposeful first movement. There can’t be too 
many recent accounts that open as imposingly, 
the main Allegro holding its great weight 
without the least sign of strain, then subtly 
gaining momentum as the (infrequently 
played) repeat kicks in. “Powerful” is the word, 
and “adoring” the word for the Andante second 
movement, the strings weaving their sensual 
lines and drawing a parallel response from the 
woodwinds. The overall tempo is slow, and the 
Allegretto is pretty slow too, another convincing 
performance, though I would have welcomed 
greater clarity among the winds and strings 
after the intense Trio section. Young usefully 
divides her violin desks left and right of the 
rostrum, a real boon in the finale, especially at 
around 1'16" where the two desks intertwine. 
The finale carries real conviction in spite of 
occasionally blurred detail (the sonorous 
recording sometimes plays favourites among 
inner voices) and the work ends in a blaze of 
strings-dominated glory. 

As to comparisons, Ivan Fischer is less 
granitic than Young (though no less 
gripping), but leaner and stronger on detail, 
whereas Marin Alsop and the London 
Philharmonic, although less impressive 
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overall, offer a very well-judged performance. 
I also have a great deal of time for Bernstein’s 
gloriously OTT Vienna Philharmonic 
recording (DG) and Wand’s Munich 
Philharmonic version (Profil). As to the “Old 
Guard”, Karajan in the early 1960s with the 
BPO (DG, 7/95) and, of course, that 
wonderful Hamburg performance under 
Furtwangler. That’s the name of the game 
with this symphony — record it, and the rivals 
crowd around you, some of them mountain- 
high. But, taken on its own terms, this 
newcomer has much to offer. Rob Cowan 





Gregson 


Music for Chamber Orchestra. Trombone 
Concerto". A Song for Chris”. Two Pictures 
“Peter Moore thn "Guy Johnston ve 

BBC Concert Orchestra / Bramwell Tovey 
Chandos (©) CHAN10627 (70' + DDD) 

A concerto showcase for 

composer and soloists alike 

Edward Gregson, for 

12 years Principal of the 
Royal Northern College 
of Music (1996-2008), is 
here represented by a 
sequence of works 

= A written between 1968 
and 2009, all of them strong and beautifully 
crafted. Earliest is the Music for Chamber 
Orchestra, commissioned for the English 
Chamber Orchestra to play on a tour of South 
America under Daniel Barenboim. Sadly, 
Barenboim rejected the work, though it is now 
hard to see why. It is in effect a four-movement 
symphony for strings which effectively exploits 
substantial oboe and horn solos. 

The rejection of that work led to Gregson’s 
completely abandoning the idea of writing for 
orchestra, and he turned instead to writing for 
brass bands. When he next wrote for 
orchestra in the Trombone Concerto (1979), 
his extra skill bubbled over in a work full of 
fun, written originally for the first 
BBC Young Musician of the Year, Michael 
Hext, and here gloriously played with the 
abandon of youth by Peter Moore, still only 
14 when in 2008 he, too, became the Young 
Musician of the Year. The range of effects 
Gregson conceives on the trombone, no 
doubt thanks to his experience writing for 
brass bands, is breathtaking as played by 
Moore. In a single movement lasting just over 
15 minutes, the work ranges wide with a 
cadenza which brings in spectacular sliding 
glissandos as well as flutter-tonguing. The final 
section has a jolly marching theme leading 
to a rousing conclusion. If anyone wants to 
sample Gregson’s music, this is the first 
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work I would suggest. 

‘The most recent work here, Two Pictures, 
dates from 2009. The first is slow and 
reflective, the second fast and brilliant, and, 
as in the Trombone Concerto, Gregson 
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makes prominent use of the clatter of Chinese 
blocks. ‘The final work, A Song for Chris, is a 
cello concerto written for Christopher 
Rowland, and here beautifully played by Guy 
Johnston. ‘There are four compact sections, 
lasting in all 18 minutes, with distant echoes 
of Shostakovich which hardly detract from 
the distinctiveness of Gregson’s writing. A 
splendid showcase not only for the composer 
and the two excellent soloists but also the 
BBC Concert Orchestra, excelling itself under 
Canadian conductor Bramwell Tovey. 
Brilliant, cleanly focused Chandos sound, too. 
Edward Greenfield 


Handel 

Water Music, HWV348-50. 

Rodrigo — Overture and Suite 

Les Musiciens du Louvre-Grenoble / 

Mare Minkowski 

Naive (©) V5234 (68' - DDD) 

Suite sounds pour forthina 

performance of verve and vigour 
Handel’s celebrated 

re music for George T’s 

barge party down the 

‘Thames from Whitehall 

Stairs to Chelsea has 

been traditionally 

“= arranged into three 

suites. Flowever, the earliest known 

manuscript copy, dating from 1718 (found in 

the archive of the Royal Society of Musicians 





in 2004), contains all of the movements in 
only one long suite — confirming a suspicion 
that scholars entertained for some time that 
the three-suite structure is not an authentic 
indication of what was performed on July 17, 
1717. Despite acknowledging this correct 
historical information, Ivan A Alexandre’s 
booklet-note justifies Mare Minkowski’s 
retention of the three-suite arrangement on 
the grounds of dramatic structure and pacing 
of musical material. ’'m not persuaded by the 
argument; and the artistic viability of the 
single-suite theory has been advocated 
effectively in superb recordings by Tafelmusik 
(Sony, 7/96*) and L’Arte dell’Arco (CPO, 
11/08). However, adherence to the customary 
three-suite form does little harm to the world, 
and there is no hint of complacency or 
perfunctory over-reverence in the playing of 
Les Musicians du Louvre. 

Minkowski’s interpretation has plenty of 
tautness and verve (at its frequent best) or 
breathless abrasiveness (at its occasional worst); 
the vigour and force of quick movements can 
be dashing (in both senses of the term), but a 
lack of sophisticated charm in animated 
passages undermines the appeal of Minkowski’s 
concentrated “dramatic” snappiness (eg the 
first appearance of the braying horns), and 
sometimes one yearns for more convivial 
airiness and a more polished blend from the 
strings. Passages for horns and oboes have 
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punchy impact in the Allegro of the “Suite 

in F” (although rhythmical pulse is too loose 
for my taste), whereas the ensuing Air is more 
cautious than usual. The trumpets play with 
incisive attack during the Alla Hornpipe of the 
“Suite in D”, although the Lentement is 
pedantically lugubrious and the ndiculous 
rushing of the concluding Bourée evokes an 
image of Speedy Gonzales. The most enduring 
music-making is the slower or gentler 
movements of the “Suite in G”, with 
Minkowski embracing the lyrical sustained 
lines wholeheartedly and with emotional 
warmth (eg the flutes in the first part, or the 
gracefully lilting country dance, replete with 
jovial bassoons). ‘The disc is rounded off by a 
spirited performance of the overture and suite 
from Rodrigo. Paid-up fans of Minkowski will 
find plenty to enjoy here but critical observers 
won't be convinced by everything. David Vickers 


Haydn 

‘Three Theatrical Symphonies’ 

Symphonies — No 12; No 50; No 60, ‘Il Distratto’ 
Haydn Sinfonietta Wien / Manfred Huss 

BIS (©) 2. BIS-SACD1815 (66' - DDD/DSD) 

Huss finds the fun and fantasy in Haydn’s 
endlessly enjoyable symphonies 

The Haydn year in 2009 
may have opened the 
ears of many to some of 
the hidden gems of the 
composer’s output and 
few have done more to 
this end than Manfred 
Huss. So hats off to him, his Haydn Sinfonietta 
and BIS Records for continuing the good fight 
with this disc of three theatrical symphonies, at 
least two of which might not often be afforded 
an airing outside a complete cycle. 

The best-known of this group of 
symphonies is No 60, composed in 1774 “per 
la Commedia intitolata il Distratto”. The 
music’s “distractions” — trademarks of Haydn’s 
style — include fanfare interruptions, motifs 
that mither around a single chord before being 
nudged back into reality, rapid changes of 





mood and, most famously, the orchestra quite 
forgetting where it is in the finale, retuning, 
and then carrying on. The six-movement work 
is assuredly one of Haydn’s oddest; Huss and 
the HSW major more on its nervous energy 
than the whimsicality Harnoncourt underlines 
with the Concentus Musicus (WCJ, 12/90*). 
Symphony No 50 started life in 1773 as the 
prelude to a marionette opera, and found its 
symphonic form when Haydn added a minuet 
and finale. No 12 comes from a full decade 
earlier and was presumably conceived as the 
opening and incidental music to Acide, in 
which form it has already been recorded by 
these musicians (8/09). Galant gestures take 
primacy over sustained motivic argument but 
it nevertheless contains shades of nascent 
Sturm und Drang and provides a piquant 


58 GRAMOPHONE MARCH 2011 


E, major cushion between the two more 
thrusting C major works. ‘The coupling is 
unique, the programming considered and the 
project a delightful success. David Threasher 


Hindemith 2 


EDITOR'S 
CHOICE 


Kammermusik No 5, Op 36 No 4. 
Konzertmusik, Op 48. Der 
Schwanendreher. Trauermusik 
Lawrence Power va BBC Scottish 
Symphony Orchestra / David Atherton 
Hyperion (©) CDA67774 (73' « DDD) 
Selected comparisons: 
Schmidt, Bavarian Rad SO, Heger, Kubelik 
(6/88) (KOCH) 310045 @without Trauermusik) 
Cortese, Philb Orch, Brabbins (9/95) (ASV) CDDCA931 
Dean, Queensland SO, Albert (CPO) CPO999 492-2 
Der Schwanendreber — selected comparison: 
‘altber, San Francisco SO, Blomstedt (DECC) 433 809-2DH 
Kammermusik No 5 — selected comparisons: 
Kasbkasbian, Concertgeboirw Orch, Chailly 
(11/92) (DECC) 433 816-2DH2 
Doktor, Conc Amsterdam (TELD) 2564 69581-0 
A superbly engineered disc which 
focuses on Hindemith’s viola concertos 
=e} ) Despite their varying 
rr ory titles and formats, the 
i larger works here 
constitute Hindemith’s 
viola concertos Nos 1-3. 
Kammermusik No 5 
(1927), still audibly a 
product of the enfant terrible of the early 
1920s, already begins to hint at the later 
composer’s formal rigour, a conjunction of 
extremes carried further in the second of 
Hindemith’s much less well-known 
Konzertmusiken, scored for viola and large 
chamber orchestra (1930; the others comprise 






a suite for large wind band, a piano concerto 
with brass and harps and the diptych for 
strings and brass composed for the Boston 
Symphony’s 50th anniversary). In The Swan- 
turner (1935), Hindemith’s mature style — first 
heard in Das Unauthorliche (1931) and writ 
large through Mathis der Maler (symphony 
and opera) — is fully realised. 

Collections of the concertos (with or 
without 7 7auermusik of 1936) have been few 
and far between. Hyperion wisely avoids a 
chronological sequence, placing Konzertmusik 
first and Kamnermusik last. Power’s affinity 
with Hindemith’s music is as evident in these 
new recordings as in previous instalments, his 
tone perfectly balanced between strength and 
delicacy, avoiding Cortese’s over-burnished 
sound, his being until now the finest collection 
and penetrating deeper to the music’s core 
than either Dean or Schmidt's now ancient- 
sounding renditions on Koch Schwann. 
Hyperion’s beautifully natural recording is the 
best yet but it is the partnership with Atherton 
and the BBC Scottish that makes this such a 
rewarding listen; their performance of 
Kammermusik No 5 more than stands 





comparison with the best of the competition — 
Doktor and Kashkashian — and is swifter, too. 
Der Schwanendreber and the Konzertmusik really 
come alive and the icing is a touching 
Trauermusik which sounds like a newly 
discovered work. The new market leader, 
strongly recommended. Now, how about the 


viola d’amore works on Volume 4? Guy Rickards 


Holst 

‘Orchestral Works, Vol 2’ 

The Planets, Op 32°. Japanese Suite, Op 33. 
Beni Mora, Op 29 No 1 

“Manchester Chamber Choir; 

BBC Philharmonic Orchestra / Sir Andrew Davis 
Chandos (F) .**. CHSA5086 (78’ « DDD/DSD) 

A tasteful Planets - but how does it 
compete in an ero crowded field? 
Vol 2 in Chandos’s Holst 
series finds Sir Andrew 
Davis stepping into the 
breach left by Richard 
Hickox’s death. 
Certainly, as regards 
orchestral expertise, 
sound quality and ample measure, there’s little 
with which to quibble. Interpretation-wise, 
things are somewhat more variable, leaving me 
wondering whether Davis is as innate a 
Holstian as he is an Elgarian. 

This is Davis’s third recording of The Planets, 
and his approach has changed little since his 
last account with the BBC SO (Teldec, 12/94), 
presiding as he does over an eminently sane, 
refreshingly unsensational display. Does 
“Mars” bare its teeth with sufficient menace? 

I don’t think so, though Davis is to be 
applauded for not allowing the music to subside 
into a gratuitous din. “Venus” has a translucent, 
cool beauty and “Mercury” both bounce and 
bite. ‘The ebullient “Jupiter”, however, refuses 
to catch fire, its familiar tune too staid for my 
own liking. As before,“Saturn” stands out for its 
remorseless tread, ominously tangible tubular 
bells and magnificently built climax, while 
“Uranus” now has a greater sense of gleeful 
mischief (those startled winds at 3'06" will 
make you smile). The latter’s unnervingly bleak 
coda and first half of “Neptune” are also 
perceptively handled but the contribution of 
the choir lacks ethereal allure. Davis’s previous 
effort also set the highest of benchmarks from a 
sonic point of view, with a breathtakingly 
natural sense of perspective, stunning range and 
definition not quite matched by this otherwise 
mightily impressive Chandos production. So, 
when all’s said and done, I’d be reluctant to 
rank this new version alongside a host of 
distinguished recordings from the likes of Boult 
(the first of his five, from 1945 with the BBC 
SO, remains my own touchstone), Sargent 
(CfP), Previn (EMD, Handley (Alto), Steinberg 
(DG), Dutoit (Decca) and Elder (Hyperion). 

It’s fun detecting glimpses of the main 
offering in the “Oriental Suite” from 1909-10, 
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Mahler 
Symphony No 2, ‘Resurrection’ 
Kate Royal sop Magdalena Kozena mez 
Berlin Radio Choir; Berlin Philharmonic 
Orchestra / Sir Simon Rattle 
EMI ®) (2) 647363-2 (86’ « DDD) 
Selected comparison: 
Auger, Baker, CBSO, Rattle (12/87") (EMI) 343794-2 
Milne, Remmert, Budapest Pest Orch, 1 Pischer 
(4/06) (CHNN) COSSA 23506 
Kenny, Van Nes, LPO, Tennstedt (LPO) LPOOO44 
The first movement 


> 
: 


. was something of a 
tA 4 me warcczt's 
MAHLER 2 sticking-point in 
aR Rattle’s CBSO 
oe > recording of the piece 
PL KAGMONINER 


saMOn RATTLE i and it’s still after all 
these years a bone 

of contention — only here it’s the well- 
upholstered Berlin Philharmonic strings 
that sound the first unconvincing notes, 
Even that naked tremolando at the outset has 
what can only be described as a “covered” 
sound such as might be deployed by a singer 
of the old school. ‘The shuddering 
declamations from cellos and basses are 
similarly devoid of that rosiny edge. And 
though this might be a by-product of EMI’s 
handsome Philharmonie recording keeping 
its distance, the circumspection and 
low-tension plod of the opening paragraph 
most certainly isn’t. 

With the first appearance of the second 
subject the Berliners’ famed sostenuto comes 
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Beauty of sound comes alive in the hands of the Berlin Philharmonic 


into its own, with Rattle’s pronounced 
rubato perhaps over-accentuating the 
keening harmony — but the theme’s return, 
shyly emerging from the mists of time, is 
very beautiful, with voluptuous cor anglais 
again pointing to the BPO’s exceptional 
pedigree. But this is an orchestra so 
reluctant to make an ugly sound that 
perhaps what I miss most of all at the 
dramatic extremes of this movement is the 
coruscating effect of shrill, demented 
woodwinds and the brassy penetration of 
trumpets and trombones. Time and again 
the tutt? sound strikes me as too blended. 

The pacing, too, feels overly expansive 
despite Rattle’s meticulous adherence to 
Mahler’s frequent and often extreme tempo 
fluctuations. Certainly we’ve come a long 
way from Otto Klemperer’s celebrated EMI 
studio recording in which he systematically 
disregarded all such indications as if he were 
still conducting Todtenfezer, the first 


incarnation of the movement where none of 


these markings exist. One might include in 
that assessment the unmarked but 
traditional riterdando into the battering 
dissonance at the climax of the 
development. Rattle makes a meal of that. 
But surely it’s more shocking mot to signal 
the arrival of the molto pesante? Isn’t that the 
reason Mahler pointedly avoided suggesting 
any slackening of pace in the moments 
before this shattering derailment? 

The life-in-retrospect inner movements 
bring playing of exquisite tone and quick 





reflexes, with Rattle making much of the 
headlong panic which snaps us out of rosy 
reverie in the second movement. Again, in 
the Trio of the third movement, the 
trumpets are too blended for my taste, the 
“barbershop” harmony not cheesy enough to 
convey that old rustic charm. And when the 
quirky little ditty goes cosmic at the climax 

I just wanted more definition of trumpets and 
horns spinning the movement off its axis. 

Magdalena Kozena brings her customary 
depth of feeling to the still maternal voice of 
“Urlicht” (though one or two switches of 
register evidence some discomfort); and 
notwithstanding moments where I would 
like the veneer stripped off the brass 
(especially the first trumpet), the finale — 
with magical spatial effects — is magnificent. 
Rattle’s famous piano-pianissimos are 
deployed to breathtaking effect, the choral 
passages (radiantly illuminated at the top by 
Kate Royal) sound pure, mysterious and 
very Bachian, and the returning resurrection 
hymn is tremendous. 

There is still no completely ideal recording 
of this inspiring piece: if we could somehow 
conjure an amalgam of Rattle, Fischer, 
Bernstein and Tennstedt we'd be getting 
close. I personally am drawn back to Ivan 
Fischer, while the recent live Tennstedt lays 
bare the whole burning issue of mortality 
with uncompromising force. If he is the 
Beast, then Rattle is undoubtedly Beauty. If 
only we could bring them together. 

Edward Seckerson 
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Beni Mora (listen out for “Venus” emerging 
from around 2'10" into its diaphanous central 
Allegretto). In the opening dance, Davis’s 
conducting doesn’t always spark the 
imagination like Sargent’s (CfP), Boult’s 
(Lyrita) or Lloyd-Jones’s (Naxos), though he 
makes amends with a tangily flavoured 
performance of the hypnotically insistent finale. 
Completed while Holst was still at work on 

The Planets, the Japanese Suite (1915) serves up a 
rather less potent brew, its themes apparently 
whistled to the composer by the dancer Michio 
Ito (who requested it in the first place); here, at 
least, Davis and the BBC PO have the edge 
over Boult and the LSO on Lyrita. 

Andrew Achenbach 


Mahler 3 


Symphony No 9 CHOICE 
WDR Symphony Orchestra, Cologne / 
Jukka-Pekka Saraste 

Profil © PH10035 (80° « DDD) 

Instinct and intellect combine perfectly in 
Jukka-Pekka Saraste’s perceptive reading 
Mahler is all about 
weighing and balancing 
the extremes — heart and 
intellect, tempo and 
dynamics, tension and 
release — and Saraste’s 





judgement in such 
matters is sharp and instinctive. The 
combination of a forensic ear and a big heart is 
not just desirable but de rigueur in Mahler and, 
listening to Saraste lay down the uninhabitable 
opening measures of this impressive reading, 
my very first note was to register just how 
welcoming the second violins sounded as they 
tendered the hopeful first subject. My second 
concerned the hugely expressive cor anglais 
solo (just three notes) at last persuading the 
first violins to draw the entire string section 
into this poignant song without words, 

Saraste’s acute sense of the music’s flux 
throughout this first movement makes for a 
series of frenzied climaxes, the first opening a 
gaping wound in unison clarinets before 
stopped horns and reptilian bass clarinet lead 
us deeper into the unknown. Saraste creates 
great atmosphere in these “lost” moments, 
time and pulse suspended like an out-of-body 
experience. Impressive horn playing makes the 
open-to-stopped colour particularly unsettling 
and the balmy transition into the coda deeply 
reassuring. Nothing could be further removed 
from the unforgiving glare of Salonen’s recent 
account (Signum, 9/10). With Saraste there is 
always hope. 

‘The inner movements kick in with a suitably 
lumpen Landler, deliciously wonky horn trills 
suggesting the dodgy footwork of the uncouth 
putting on airs. The fast waltz abandons all 
pretence and draws us all in to an exhilarating 
knees-up. The Rondo-Burleske is exhilarating, 
too — biting and quick of reflex — but shows its 
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teeth in the cruel FE flat clarinet parody of the 
poignant middle section, foreshadowing as it 
does the great finale. 

And it is here that Saraste and his excellent 
WDR Symphony Orchestra convey an almost 
startling defiance, with violins digging deep to 
convey a truly Bernsteinian full-throatedness. 
This burgeoning hymn has cantorial roots, 
make no mistake. But it’s the tension between 
defiance and resignation that really shows 
Saraste’s perception and understanding. 
Mahler’s life passes before him in aching slow 
motion — not literally, as with Bernstein, but 
through the delicate balance of what is 
outwardly said and inwardly felt. 

Edward Seckerson 


Mahler 


Symphony No 10 (compl Clinton Carpenter) 
Ziirich Tonhalle Orchestra / David Zinman 

RCA Red Seal (F) 88697 76896-2 (79' » DDD) 

A radical departure for Zinman - but is 
this Carpenter completion overcooked? 
@ Unsuspecting purchasers 
_are in for a surprise. No 
arranger is cited on the 
front of the booklet but 
the performing edition 
used is that by Clinton 
Carpenter. For a 
conductor previously associated with stripped- 
down Beethoven, pellucid Strauss and the kind 
of Mahler that sticks to the evidence on the 
page, David Zinman is possibly the last 
musician in the world one would have expected 
to take up this Mahler Tenth. Here 
inauthentic (ie purely speculative) infilling, of 
the kind so studiously avoided by Deryck 
Cooke et al, is embraced to conjure a thicker- 
textured would-be authentic sound world. In 
conversation with Philip Clark and Anthony 
Payne in Gramophone’s May 2008 issue, Colin 
Matthews had no hesitation in condemning 
such realisations as “amateur and wrong- 
headed. For instance, there’s the ludicrous 
Clinton Carpenter version where he brings in 
themes from other symphonies to plug gaps... 






-~ 


Thehelie 
gare 


This is just not the way composers work”, 

While less ubiquitous than Cooke, the 
Carpenter score has its champions. Hot off the 
press comes a DVD from Lan Shui’s Singapore 
Symphony Orchestra on Avie, and there’s a 
finely recorded CD from Andrew Litton in 
Dallas (Delos, 4/03). Even without the SACD 
encoding available in the Far East, Zinman and 
his sound team expose some additional inner 
detail in the atmospheric Ziirich acoustic, and 
the interpretation, always sensibly paced, can 
sound less radically overstuffed. 

How to sum up? A rum do I'd say — the 
finale’s emotive flute theme is patently 
trashed (first sentimentalised, then coarsened) 
— yet should the whole project not strike 
you as an aesthetic faux pas there could be 
much to enjoy. David Gutman 





Orchestral reviews 
Mozart 


Piano Concertos — No 22, K482; No 25, K503 
David Fray pf 

Philharmonia Orchestra / Jaap van Zweden 
Virgin Classics (©) 641964-0 (66° « DDD) 

Artistry, eloquence and grandeur - 

but it doesn’t quite come together yet 
Mozart’s E flat major 
Concerto, K482, has 
been popular just lately; 
this is the fourth 
recording of it to 

come my way in the 

——— past year. It deserves 

to be, too, for it is a work of effortless 
Mozcartian regality and range, and I have 
been grateful to recent discs from David 
Greilsammer (Naive, 2/10) and Daniel 
Barenboim with Rafael Kubelik (BR-Klassik, 
9/10, a 1970 radio recording rescued from 
the archives) for reminding me of its 
greatness. I do not feel that David Fray 

has quite got to the heart of it here, however. 
He certainly sounds like a player with the 
equipment to do so — his touch can be 
exquisitely delicate, he can generate 
impressive grandeur when required, and 


a’ 


there are some very successful transitions 
between the two. Yet there are also places 
where his tone is worryingly hard and 
aggressive, He must mean it, so what, for 
instance, makes him want to bang out the 
final rondo’s first episode so? 

Such playing undoubtedly suits the 
opulence of K503 better, and indeed this is 
generally a more successful performance, 
particularly in the excitement and brilliance of 
a well-contoured finale. Fray’s fine touch is 
on display again in the slow movement, but if 
(as I do) you dislike the fussy articulation of 
the first movement’s main theme you will be 
in for an irritating time there. 

In both concertos the Philharmonia under 
Jaap van Zweden provide a cushiony 
background, nice in itself but lacking 
something in incisiveness, agility and in places 
sheer presence; the woodwind surely need to 
be able to contribute more warmth to the 
Andante of K482. But then at no stage did 
I detect a massive rapport between soloist and 
orchestra, any more than I did in Fray’s 
recent self-directed Bach concertos (4/09). 
This is an artist with ability and ideas all 
right, but they are not quite clicking yet. 
Lindsay Kemp 


Pierné 32 


Marche des petits soldats de plomb. eae 
Ramuntcho — Suites Nos | & 2. Piano 

Concerto, Op 12". Divertissements sur 

un théme pastoral 

‘Jean-Efflam Bavouzet pf 

BBC Philharmonic Orchestra / Juanjo Mena 
Chandos ‘F) CHAN10633 (67’ - DDD) 
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Perfect Harmony in Bordeaux 


A feast of great music, wine and food at this uniquely intimate residential festival 






“The best musical 
holiday-making 
anywhere!” 
The Times 








www.orpheusandbacchus.com 


April 21-26 ine. May 21-27 inc. June 24-27 Sota oe SoCo ae OTe 
Artistic Director Reem iiitcerisleirl Clare College, ITO TMC ACT Teh Pao ke 
BN ee me Leia tl ay Sitio mete kaet Cambridge cond. Harry Ogg 


8 concerts over6 days  1Qconcertsover7 days 5concertsover4days 12 concerts in 6 days SRO e BRN 
PW u tts ts Artists inc. Clare College Choir aster eee Louis Lortie, 

Mane MVEenale Yevgeny Sudbin, cond.Graham Ross Mozart: Overture, CST a fora 
Natalia Lomeiko Andrew Brownell, Danny Driver (Piano) & Idomeneo, Sinfonia (Pianos) 

(Violins), Benjamin Frith Musicians of Clare Concertante, K364 Augustin Dumay 
Nathan Braude & Garris)» Soares ante ie Osh 

Krzysztof Chorzelski Philippe Do (Tenor), Mo ucemir ie mm til No.7 eS) Gomziakov 
(Violas), Natalie Clein The Hummel Choir Eglise Collegiale of See ee (Cello) 


& Bernhard Hedenborg 
(Cellos), 

Polina Leschenko & 
Wu Qian (Pianos) 
Nicholas Daniel 
(Oboe). 


cond. Patrick Hillard, 


Rosie Burton (Bassoon) & Domaine du Faure 


The Chamber Players, 
The Hummel Ensemble 


St.Emilion, Gensac 


St.Emilion, Gensac 

& Ste.Foy-la-Grande 
plus 9 chamber 
concerts at Domaine du 
Faure 


Ensemble Raro 


Wihan Quartet 


Orchestral charm and craftsmanship 
revealed in a fine Philharmonic recital 
Following on from 


“Fiewné | Laurent Wagschal’s 
recent disc of Pierné’s 
piano music (Timpani, 
2/11, including the 

y Ze ~ wi © & | sombre and magnificent 
“a «) Set» Variations, for Cortot a 


major contribution to French keyboard 
literature), Chandos now issues an orchestral 
recital of the highest quality, a reminder of 
charm and craftsmanship too long neglected. 
The Marche des petits soldats de plomb makes an 
enchantingly light-hearted curtain-raiser with 
its mischievous elfin fade-out, while the 
Divertissements sur un theme pastoral (a gift for 
the Orchestre Colonne) offers Juanjo Mena 
and the BBC Philharmonic an opportunity to 
perform one elegant and stylish variation after 
another with a thrilling brilliance and 
engagement. The two Ramuntcho Suites turn 
to Pierre Loti’s 1897 novel for inspiration. Set 
in the French Basque country, they are 
programme music par excellence, with much 
local colouring including a Fandango and 
Rapsodie Basque. 

However, pride of place must surely go to 
the Piano Concerto, clearly inspired by Saint- 
Saéns’s Second Piano Concerto, though with a 
scintillating character of its own. Only a puritan 
could resist the second-movement Scherzando, 
where a jaunty theme is sent spinning through 
a maze of sparkling Christmas-tree elaboration. 
There is alternating grandeur and frivolity in 
the finale which Bavouzet (fresh from triumphs 
in his Bartok and Ravel concerto recordings) 
plays with an enthralling virtuosity. Here and 
elsewhere he makes it difficult to imagine a 
more bright-eyed and eloquent soloist, and his 
partners work with him hand-in-glove. For all 
those who delight in a wholly French grace 
and magic, this disc is a winner, and it is 
superbly recorded. Bryce Morrison 


Respighi 

Fontane di Roma. Pini di Roma. Feste romane 
Sao Paulo Symphony Orchestra / 

John Neschling 

BIS ©) 8. BIS-SACD1720 (64’ - DDD/DSD) 

Selected comparisons: 

Philadelphia Orch, Ormandy (2/91*) (ROA) SBK4¢AS267 
Philb Orch, Tortelter (4/92") (CHAN) CHAN10035 
Respighi’s Roman spectacular 
benefits from fine SACD sound 

ite RESPIGHE "SROMA, It is good to welcome 


ths fe) ST SRL eg The 





a South American 
orchestra in a recording 
and performance as 
rich and spectacular 

as this. [t may seem 
bold of BIS to rely 

on a relatively untried orchestra and its 
Brazilian conductor but such confidence 

has amply paid off. The Fountains of Rome 
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(1915-16) was the work which first established 
Respighi as a master of orchestration. Yet it 
was only when Toscanini, a lifelong admirer 
of the composer, took the work up in 1918 
that its qualities came to be fully realised. 
Designedly, it is a musical picture postcard, 
with each of the four linked sections warmly 
evocative in describing first the fountains of 
the Valle Giulia at dawn, of the Tritone at 
midday, of the Trevi in the afternoon and of 
the Villa Medici at sunset. 

The spectacular BIS recording in SACD 
brings out all the atmospheric qualities, as it 
does in the second and most popular work of 
the Trilogy, The Pines of Rome (1924). The 
opening movement, “The Pines of the Villa 
Borghese”, opens gloriously with a shimmering 
from the full orchestra, while the third of the 
four sections, “The Pines of the Janiculum”, 
introduces what was regarded as radical at the 
time, the sound of a nightingale singing, 
originally on an old 78rpm disc. The recording 
now is much more faithful, though on this dise 
the sound is too distant to make its full mark. 
The final section, “The Pines of the Appian 
Way”, involves heavy brass in illustrating the 
tramp of Roman legions. 

The final work of the Trilogy, Roman 
Festivals (1928), is at once the longest, most 
ambitious yet least inspired of the three. 
Even so, in a brilliant performance such 
as this one, helped by spectacular sound, it 
is highly enjoyable. The first section 
illustrates gladiatorial combat in the Roman 
Circus, and the final section brings a riot of 
sound in “La Befana” (“The Epiphany”), 
with clashing rhythms one against the 
other, and with even a hint of a tarantella, It 
makes a splendid conclusion to a highly 
enjoyable disc. 

From the days of LP even so fine a version 
of all three sections as that from Ormandy and 
the Philadelphia Orchestrta cannot compete 
against the claims of the finest of modern 
digital versions, as presented here, though 
Yan-Pascal ‘Tortelier’s Chandos version is on 
balance even finer, if not on SACD. 

Edward Greenfield 


schumann 
Piano Concerto, Op 54. Concerto Movement in 
D minor. Abegg-Variations for Piano and 
Orchestra. Introduction and Allegro 
appassionato, Op 92. Concert Allegro with 
Introduction, Op 134 
Florian Uhlig pf German Radio Philharmonic 
Orchestra, Saarbriicken and Kaiserslautern / 
Christoph Poppen 
Hanssler Classic (F) CD93 264 (75’ « DDD) 
Opp 54, 92 & 134 — selected comparison: 
Marshev, South Jutland SO, Ziva 

(2/11) (DANA) DACOCD688 
Opp 54, 92 & 134, Conc Movt — selected comparison: 
Vinocour, ORF Vienna Rad SO, Wildner 

(9/10) (RCA) 88697 6ISTT-2 
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Worthwhile advocacy for Schumann's 
experiments in concerto forms 
comm The Piano Concerto is 
the draw here but it is 
the shorter pieces that 
‘Uaay | are most interesting. 
Effectively, this single 
disc gathers together 
= ~~~) Schumann’s viable 
piano-orchestral works and offers a 
conspectus of his experiments in search of 





new forms for the concerto, ‘The Concerto 
itself is ubiquitous and needs no special 
pleading but the Introduction and Allegro 
appassionato and the Concert Allegro with 
Introduction (aka the Introduction and 
Allegro concertante) are far less well known, 
and quite undeservedly so. Presumably only 
their dimensions — both are around the 
quarter-hour mark — make them difficult to 
programme in concert, although this need not 
be the case, as triumphantly demonstrated by 
Finghin Collins at the Proms last year. 

The D minor Concerto Movement was an 
early, aborted but instructive attempt at a 
concerto (here, as on Vinocour’s set, 
reconstructed by Jozef De Beenhouwer) and 
suffers somewhat from prolixity and a lack of 
memorable ideas. Opp 92 and 134 are not 
similarly afflicted. This music is by no means 
of inferior quality to the Concerto proper and 
it’s worthwhile remembering that Op 54 itself 
remained a single-movement Phantasie tor 
some time. Had it continued to do so, perhaps 
its fate in the repertoire would have been no 
better than that of its later siblings. As to the 
performances, they are more thoughtful than 
Marshev (whose disc also includes Clara’s 
F minor Concerto Movement) and more 
dynamic than Vinocour. The recently merged 
German broadcasting orchestra is supportive if 
undistinguished. It may be invidious to 
compare Uhlig’s Concerto with countless great 
recordings of the past but his advocacy of the 
shorter works is more than welcome and 
augurs well as his Schumann survey continues. 
David Threasher 


Shostakovich 

Symphonies — No 2, “To October’, Op 14"; 
No 11, ‘The Year 1905’, Op 103 
Mariinsky “Chorus and Orchestra / 

Valery Gergiev 


Symphonies singing of socialist 

realism with flair and drive 

Valery Gergiev’s 
unqualified success in 
revivifying the 
masterworks of Russian 
and Soviet Russian 
music theatre is not 

f always matched by his 
achievements in comparable symphonic 
repertoire. That said, his own-label Mariinsky 
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Shostakovich symphony series gets into its 
stride with this latest instalment, an odd 
pairing but one the maestro has favoured in 
concert. The Second Symphony (1927) fares 
best, its mostly modernistic idiom not a 
million miles away from that of the opera The 
Nose, of which the team have made an excellent 
recording (8/09). Experimental sonorities, 
lucidly rendered here, lead unexpectedly to a 
choral section extolling Lenin, October and 
the brotherhood of the proletariat. 
Tub-thumping in a different vein, the 
Eleventh (1957) is Shostakovich at his most 
conservative and cinematic, the deployment 
of revolutionary songs embedding emotional 
memories superficially in line with the 
regime’s subsequently expounded ideology of 
socialist realism in cultural production. 
Favouring quick-fire tempi, occasionally too 
fast for clear articulation, Gergiev avoids 
getting bogged down in dutiful note- 
spinning, perhaps tending to undersell the 
big, graphic moments that may or may not 
convey subversive intent. Climaxes are not 
necessarily balanced with an eye to textural 
clarity and the ambivalent oscillation of the 
bells at the close lacks precision. Mstislav 
Rostropovich in 2002 (LSO Live, 9/02) keeps 
the final bell and tam-tam strokes ringing on 
and on. The new disc has one point in 
common with that extraordinary marathon 
(uncoupled since it extends the work’s playing 
time to more than 72 minutes): it needs to be 
played loud or not at all. While the score has 
more terror and more warmth than Gergiev 
reveals, admirers will find plenty of 
compensating flair and drive. The sound 
is vivid and the booklet includes performer 
listings, sung texts and translations. 
David Gutman 


Sibelius 

Symphonies — No 4, Op 63; No 5, Op 82 

New Zealand Symphony Orchestra / 

Pietari Inkinen 

Naxos (S) 8 572227 (69 « DDD) 

A cool, restrained approach to Sibelius 
from the latest young Finnish conductor 
As the principal exporter 
of a steady stream 

of distinguished 
conductors, Finland has 


SIBERIS 
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much to be proud of. 
‘The wonder is that each 
of these nascent stars 
makes music in such different ways. Rather 
than forcibly wrenching Sibelius from his 
moorings in the Romantic tradition in the 
manner of Osmo Vanska, Pietari Inkinen 
proves a relatively cool, self-effacing guide, 
eschewing originality for its own sake in the 
pursuit of sweet-tempered naturalness. You 
would never guess that this refined, rather 
intimate interpretation of the Fourth is the 
product of a 30-year-old. With generally 





spacious tempi preferred, albeit not as 
leisurely as Vanska’s in the slow movement, it 
is the restraint that impresses most. ‘The 
massed strings can make a surprisingly warm, 
consoling sound when required, coached no 
doubt by Inkinen the skilled violinist. 
Showcasing his ability to elicit taut, expressive 
playing at low volume levels, the finale is 
treated more subjectively, spontaneous and 
fresh from start to finish, the ping of the 
glockenspiel preferred to the more intrusive 
alternative sonority of tubular bells. 

The public rhetoric of the Fifth in its 
definitive form seems to appeal rather less to 
the conductor and exposes some technical 
shortcomings too. It’s difficult to tell whether 
skewed balances such as the reticence of the 
brass at the big climax of the portmanteau 
first movement, or the recessed sponginess of 
the timps where it matters most towards its 
end, represent anti-bombastic interpretative 
preferences or are simply the result of glitches 
at the mixing desk. If you’re looking for 
jagged rhythms hacked out of granite in the 
final peroration, Inkinen isn’t your man. 
However, for the subtler cohesiveness of his 
approach and the generally keen response of 
his players, you might want to overlook the 
woolliness in the bass. ‘The sound is otherwise 
attractive and Inkinen makes the music sound 
as though it’s playing itself. The price is right. 
David Gutman 


Spohr 

Symphonies — No 8, Op 137; No 10, Op 156 
Wo08. Der Zweikampf mit der Geliebten, 
WoQ50 — Overture 

Svizzera Italiana Orchestra / Howard Shelley 
Hyperion (©) CDA67802 (68' « DDD) 

The Romantic sensationalist turned back 
to older styles for his later symphonies 
Howard Shelley’s cycle 
of Spohr’s symphonies 
here reaches Nos 8 
and 10, which both 
suggest a turn back to 
18th-century certainties 
after some more 
experimental works. The Philharmonic 
Society of London was apparently a little 
disappointed by the less extravagant Spohr 
but No 8 is pleasant enough, with an 
attractive Adagio in a vein of gentle 
melancholy rather than tragedy and a lively 
Scherzo that includes an obbligato for a 
virtuoso violin, Perhaps this is in allusion to 
Spohr’s own skills, so much admired by the 
English, and it is deftly played here by the 
orchestra’s leader, Anthony Flint. 

Spohr himself was dissatisfied with his 
Tenth and last symphony and withdrew it 
after one rehearsal; but his wife, Marianne 
Pfeiffer, loyally preserved the score, 
unperformed apart from the private run- 
through, and unpublished until it came to rest 
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Jamie tackles William's greatly underrated Cello Concerto 
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Shostakovich Cello Concerto No 1, Op 107 
Walton Cello Concerto 

Jamie Walton ve 

Philharmonia Orchestra / Alex Briger 
Signum © SIGCD220 (56' « DDD) 


Cellist Jamie Walton 
Bea 


WALTON offers William 


Walton’s Concerto 
with an exceptional 
bonus: as well as 
playing the original 
1956 version with its 





original ending as a supplement, he records 
the 1975 revision. The difference between 
the two versions is limited to the coda of the 
finale; but on balance the slightly more 
extended 1975 version makes a more 
satisfying conclusion after the strong 
contrasts of the somewhat idiosyncratic 
finale’s set of variations with their 
all-too-brief bursts of allegro. 

‘The concerto was commissioned by 
Gregor Piatigorsky, who gave the first 
performance. Much as he liked the work, he 
always bemoaned the fact that it closed 
reflectively on a gentle pianissimo. He 
envisaged a loud ending like the one which 
Walton wrote for Heifetz in the Violin 
Concerto of 1938-39, which would readily 
prompt an ovation. Many years later in 1975 
Walton agreed to do a revision but even then 
Piatigorsky was disappointed, when after a 
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crescendo in the coda and some emphatic 
chords, the work again ended quietly, 

‘The elegiac quality in the work very much 
suits Jamie Walton’s style, with his sweet, 
smooth cello tone, but he is also capable of 
powerfully attacking the vigorous writing, 
as in the central Al/egro with its sharp 
syncopations. Alexander Briger is a most 
sympathetic accompanist, and though the 
balance favours the soloist, the clarity of 
Walton’s often brilliant orchestration is 
beautifully brought out. 

Shostakovich’s First Concerto makes a 
generous and welcome coupling. Even 
though Jamie Walton cannot match the 
sheer power of the inspirer of the work, 
Mstislav Rostropovich, it is a most 


compelling performance, very strong 
rhythmically, with the Philharmonia’s first 
horn relishing what amounts to a concertante 
role in the first two movements. 

Again Jamie Walton exquisitely brings 
out the haunting beauty of the main theme 
in the slow movement, and produces eerily 
chilling tone when that main theme is 
recapitulated on high harmonics. In the 
third movement, an extended cadenza, 
Walton builds up the argument powerfully, 
leading into the violence of the finale. A 
most valuable and enjoyable disc, adding 
impressively to the series Jamie Walton has 
recorded for Signum, which already 
includes Shostakovich’s Second Cello 
Concerto (1/09). Edward Greenfield 


INTERVIEW 





Jamie Walton 

This is the third and final disc in my series pairing 
English and Russian cello works (the previous 
two discs paired the Britten Cello Symphony 
with Shostakovich’s Second Cello Concerto and 
Elgar’s Concerto with Myaskovsky’s). Walton's 
Cello Concerto is something that came late to 
me, but I'd always championed the Elgar and 
Britten works. | didn’t understand the essence of 
the Walton for a long time, which is why | have 
recorded it last. But as soon as | started playing 
the music | completely fell in love with it. Walton 
is an incredibly underrated composer and this 
concerto is exceptionally well written 

for the instrument. Serendipitously, Oxford 


University Press contacted me about three weeks 
before the recording sessions to say that there 
was an alternative ending to the concerto that 
had never been recorded, so we leapt at the 
opportunity. They sent over the parts and we 

just played it on the day. It was very exciting. The 
new finale has a dynamic power that was missing 
from the original ending, which is so mild. | think 
the grandeur makes a huge difference to the 
piece as a whole. 

When | play frequently recorded works, | always 
try to keep my interpretations very pure and avoid 
self-indulgence. | just aim to play the music as it 
stands while being authentic to how | feel about 
the music. Interview by James McCarthy 
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Orchestral reviews 


in the Prussian State Library. One can see 
why Spohr was uncertain about it but there 
are attractive and characteristic touches, and 
there is something affecting about how the 
old Romantic sensationalist turned at the end 
for sustenance back to Haydn. 

The recording is clear and lucid, and 
does justice to the excellent Overture to 
Der Zweikampf mit der Geliebten, Spohr’s third 
opera but the first he acknowledged. Based 
on a somewhat forced tale about a disguised 
heroine about to meet her lover in mortal 
combat, it begins in sombre vein but, as a jolly 
major-key transformation reassures listeners 
before curtain-rise, all will end well. 
John Warrack 


Vivaldi 3 


EDITOR'S 
CHOICE 


Flute Concertos — RV427; ‘Il Gardellino’, 
Op 10 No 3 RV428 — II; RV429; RV430; 
RV432; Op 10 No 5 RV434; Op 10 No 4 
RV435; RV436; RV438; RV440 

Arte Dei Suonatori / Alexis Kossenko f/ 
Alpha (F) ALPHA174 (77 » DDD) 

Flute concertos that show there’s more 
to Vivaldi than shocks and pyrotechnics 
Most Vivaldi flute 
concerto discs home in 
on the six works he 
chose to publish as his 
Op 10 but French 
flautist Alexis Kossenko 
and Polish orchestra 
Arte dei Suonatori here mix three Op 10 
works (Nos 4 and 5, plus the slow movement 
from No 3) with six concertos and a fragment 
which survived in manuscript only, Thus we 
lose the entertaining pictorialism of the 
popular La tempesta di mare and La notte 
concertos for works with only numbers and 
keys to identify them, but please do not think 
that this signals loss of personality or variety. 
Indeed, as a demonstration of the subtle and 
resourceful range of Vivaldi’s imagination as 
applied within the limitations of a set format, 
this is an ideal selection. Some of the 
concertos (eg RV438 and 429) are brilliant 
and bubbly, others lightly lyrical (RV432 

and 435), while some (such as RV434 with its 
muted string colours) inhabit the rapt and 
luminous sound world that is Vivaldi’s alone. 
There are novelties, too: the snaky duet 
between the flute and an accompanying line 
on cello and bassoon is surely unique. 

‘That this comes across so affectingly on 
this dise is due in no small part to the 
performers, who recognise each work’s 
individual character and then realise it with 
faultless taste and skill. Though not of the 
exaggerated species of interpretation which 
seems to want to make the composer out as a 
demonic dealer of aural shocks, in their 
astute, flexible and attractive musicianship 
they miss few tricks, allowing Vivaldi to 
emerge as a more sensitive artist than many 
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might have thought. Yes, Kossenko’s playing 
has virtuosity; but more impressive is the 
amiable but intensely musical atmosphere that 
he and Arte dei Suonatori have created 
together. Definitely an enhancement to the 
Vivaldi discography. Lindsay Kemp 


‘Echoes of Time’ 3 


EDITOR'S 
CHOICE 


Kancheli V & V" Part Spiegel im Spiegel” 
Rachmaninov Vocalise, Op 34 No 14°. 
Shostakovich Violin Concerto No 1, Op 77". 
Seven Dolls’ Dances — Lyrical Waltz 
(arr T Batiashvili)" 
Lisa Batiashvili vv “Héléne Grimaud pf Bavarian 
Radio Symphony Orchestra / Esa~Pekka Salonen 
DG ©) 477 9299GH (52' « DDD) 
Spellbinding Shostakovich, placed in the 
context of other Soviet/Russian music 
pay | The new-found 
ten ll gg popularity of 
- ee "igs tatiana Shostakovich’s greatest 
ss. concerto has engendered 
. a flood of state-of-the- 
art recordings but few if 
any are finer than this 
one. The piece once seemed to belong to 
David Oistrakh (Sony, 7/56*) but, since 
Maxim Vengerov’s hyper-intense recording 
(Warner, 2/95*), a younger generation has 
taken the work to its heart, sometimes 
experimenting as here with a less insistent 
mode of address. Lisa Batiashvili’s reflective, 
almost weightless approach in the opening 
Nocturne — quite different from Sarah 
Chang’s vibrato-rich traversal (EMI, 5/06) — 
is rendered more distinctive by the resonant 
acoustic of the empty Herkulessaal. For some 
listeners the suggestion of a lost soul will be 
enhanced. Orchestra and conductor might be 
said to be unidiomatic in their coolness and 
control but for all the lack of local colour the 
results are spellbinding, even when perfect 
intonation is momentarily compromised in 
the interests of heightened expressivity. After 
a Scherzo which gives the impression of living 
on the edge, the passacaglia is exceptionally 
poised and the cadenza more sheerly musical 
than usual. The finale whizzes to its end 
without undue triumphalism. 
The makeweights are nicely calculated to 
give us a taster of the musical response of 
other significant figures trapped within and 


without the confines of the Soviet Russian 





empire in which the soloist herself spent her 
formative years. Batiashvili is persuasive in 
the mysterious V & V in which a taped 
fragment of Georgian funeral lament 
bookends the dreamlike atmospheric 
meanderings of soloist and string orchestra. 
While the well-nigh definitive account by 
Gidon Kremer (ICM, 8/05) couples 
additional Kancheli, just as Vengerov’s 
Shostakovich First Concerto now comes more 
logically paired with the composer’s Second, 
Lisa Batiashvili is by no means outshone. In 


what is her first project for the yellow label, 
someone has made the decision to play up her 
glamour and go heavy on the eye make-up, 
but her gleaming, focused tone and fierce 
musical intelligence need no makeover. 
Recommended. David Gutman 


‘The Italian Intermezzo’ 

Catalani Loreley — Dance of the Water Nymphs. 

La Wally — Act 3 Intermezzo; Act 4 Intermezzo 

Cilea Adriana Lecouvreur — Act 2 Intermezzo 

Giordano Fedora — Act 2 Intermezzo, Siberia — 

Act 2 Prelude Mascagni L,’amico Fritz — 

Intermezzo Ponchielli La Gioconda — Dance of 

the Hours Puccini Edgar — Act 1 Prelude; Act 3 

Prelude. Manon Lescaut — Act 3 Intermezzo. 

Suor Angelica — Intermezzo Verdi La traviata — 

Act 3 Prelude Wolf-Ferrari Jewels of the Madonna 

~ Intermezzo. | quattro rusteghi — Intermezzo 

Leoncavallo Pagliacci — Intermezzo 

BBC Philharmonic Orchestra / 

Gianandrea Noseda 

Chandos (©) CHAN10634 (73' « DDD) 

Orchestral excerpts provide a winning 

programme of opera without words 
e==m For those who would 

| ~"__| Jove going to the opera 

. | if only it wasn’t for the 

singing, this disc could 

be the ideal choice. 

_ Unlike most previous 

collections of its 

kind, this Chandos selection of operatic 










intermezzos limits itself to a single period. 

All the orchestral numbers are from operas 
that are commonly (if sometimes inaccurately) 
classed as Italian veriswo, with the single 
exception of Verdi’s La traviata, though that 
opera’s contemporary setting and subject 
matter arguably make it at least as veristic 

as the others. 

There is plenty of variety here, from the 
light touch of Catalani’s Lore/ey, with its water 
sprites skimming across the surface, to the 
Grand Guignol opening of Act 2 of 
Giordano’s melodramatic Siberia, depicting 
prisoners trudging through the winter snow. 
Not all work well in isolation — the two 
extracts from Catalani’s La Wally are apt to 
meander — but there is ample compensation 
in some of the other lesser-known items, such 
as the contrasting pair by Wolf-Ferrari, his 
playful J quattro rusteghi and sentimentally 
lyrical Jewels of the Madonna. 

Gianandrea Noseda and the BBC 
Philharmonic make alert guides in this 
repertoire. Although the string tone can 
be on the thin side, too much of a pasty 
English complexion in music that asks 
for a Mediterranean glow, the playing 
is well detailed and the performances 
are convincing. Chandos’s recording is 
typically rich and the bass drum should 
give your speakers a good workout. 

Richard Fairman 
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Film music 


Alexandre Desplats wizard sounctrack « Carl Davis revisits his television scores 


Desplat 

Harry Potter and the Deathly Hallows Part 1 - 

original motion picture soundtrack 

London Symphony Orchestra / 

Alexandre Desplat 

Sony (©) 88697 79471-2 (74' « DDD) 

The beginning of the end for Potter and 

pals - but is this a magical soundtrack? 
FR § When Warner Bros 

| announced that 

_ Alexandre Desplat 






would compose the 
soundtrack for the final 
@ Harry Potter film, 
Deathly Hallows, it 
seemed they had made a perfect match, given 
the imagination and flair he has brought to 
such diverse titles as The Queen and Benjamin 
Button. Alas, it hasn’t quite worked out that 
way. [here’s a curious anonymity about his 
music for this soundtrack, the first of two 
films to be produced from JK Rowling’s last 
Potter book. 

Save for the reprise of “Hedwig’s Theme” 
by John Willams, there’s not much that can 
be identified as the soundtrack to a Harry 
Potter film, giving the impression that the 
composer is still finding his own voice. Many 
cues promise much but fail to deliver, such as 
“Hermione’s Parents”, where a solo flute 
begins an elfin-like episode that dissipates 
into dark rumblings. It’s no surprise that the 
overall tone of the soundtrack is dark, with 
lower strings and mournful wind 
predominating. This elegiac tone continues 
in “At the Burrow” and the two tracks “Ron 
Leaves” and “Ron’s Speech”. Exceptions 
are “Lovegood”, in which Desplat’s 
resourceful and ingenious orchestration 
shines through, with a small chamber group 
including mandolin creating an eerie 
ambience, and “The Locket”, a delicately 
scored, jewel-like waltz. “Sky Battle” and the 
compressed composition “Destroying the 
Locket” offer a welcome change of pace, 
with humorous touches cheering up 
“Dobby” and “Detonators”. 

The soundtrack, conducted by Desplat, is 
brilliantly played by the London Symphony 
Orchestra with many star instrumentalists and 
a fine group of London choirs adding their 
voices. Maybe Desplat is saving himself for 
the finale to this hugely successful franchise. 
We shall see. Adrian Edwards 
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C Davis 

‘Carl’s War’ 

The World at War (concert version 2010). 
Echoes That Remain, Anne Frank Remembered. 
Rhapsody on Themes from “The Snow Goose’. 
Goodnight, Mr’Tom 

Czech National Symphony Orchestra / 

Carl Davis 

Carl Davis Collection (©) CDCOO9 (69° « DDD) 
Some of Carl Davis's most effective 
television scores, engagingly performed 
“Carl’s War” brings 
together five of Carl 
Davis’s television scores, 
newly recorded, with 
settings linked to the 
Second World War. 
Channel 4’s The World 
at War was a prestigious production in 

26 episodes, narrated by Laurence Olivier 
and produced by Jeremy Isaacs, that broke 
new ground in Isaacs’s wish to have people 
telling of their personal experience of the 
conflict. The signature tune of the series 
accompanying the words of the title on 
screen, which were engulfed by flames, 
lasted less than a minute, so for this concert 
version Davis incorporated a march that 
illustrated the advancing German army. 
This ttle theme has lost none of its power to 
grip an audience and it remains one of his 
most potent and memorable themes. 


Desplat: still finding 
eRe) IM Lt) mor 


Goodnight Mr Tom was a big success when first 
shown on ITV in 1998 and has been something 
of a fixture in the channel’s schedule ever 
since. Davis has divided the score into four 
parts for this recording, evoking scenes of both 
city and countryside, which evinces his 
compassion for the boy, a disturbed evacuee 
from the London blitz, who finds 
companionship with Mr Tom in a touching 
portrait by the actor John Thaw. 

Echoes That Remain, a 90-minute 
documentary by Arnold Schwartzman, 
celebrates the shtetl (small villages) and their 
Jewish inhabitants in Eastern Europe, with a 
profusion of folk-like tunes of Yiddish origin, 
many of them sung to the composer by his 
mother and aunt, and incorporated into this 
score. The music reflects their daily rural life of 
play and prayer, ending with their eventual 
enforced exodus. Anne Frank Remembered, a 
1995 epic documentary by Jon Blair, follows 
the much-told story of her brief life in music 
that by no means discourages the hope that the 
ending might have been otherwise, the 
affirmative message being that this was a life we 
cannot ignore. Tbe Snow Goose, adapted from 
Paul Gallico’s novel fora BBC TV film in 
1971, scored for full orchestra, makes a 
contrasting and welcome respite with bright 
outdoor music that wears its heart on its sleeve. 
All this music is winningly played by the Czech 
Philharmonic Orchestra under the composer’s 
enthusiastic direction. Adrian Edwards 
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Chamber 


Biber’s remarkable Rosary Sonatas « SaintSaenss late woodwind works « Followers of Corelli 


Bartok - Rihm oO 


Bartok Sonata for Two Pianos and ee 
Percussion, $z110 Rihm Schrift-Um-Schrift 
Franz Schindlbeck, Jan Schlichte perc 
GrauSchumacher Piano Duo 
(Andreas Grau, Gotz Schumacher pfs) 
Neos (F) .. NEOS11032 (57' « DDD) 
Primitivism and potency in two works 
for pairs of pianos and percussion 
In a recording like this 
one — forceful, 
_ spectacularly virtuoso — 
Bartok’s Sonata for 
two pianos and 
_ percussion (1937) 
-” sounds as if the 
composer were relishing aspects of the very 





militaristic aggressiveness that would shortly 
drive him away from Europe to America. The 
extreme simplicity of at least some of the 
sonata’s basic materials leads to an air of 
urban relentlessness at war with the folk-like 
exuberance that Bartok probably meant to 
predominate. But, as this brilliantly precise 
performance shows, there’s an undertow of 
desperation even in the third movement’s 
would-be jocularity, the characteristic 
Bartokian symmetries and regular patternings 
of the music’s formal design offering little 
guarantee of expressive stability. 

Seventy years later, when he was 
completing Schrift-Um-Schrift, Wolfgang 
Rihm could root his use of the piano-and- 
percussion medium in a very different musical 
world, with Boulez and Stockhausen 
providing particularly important precedents. 
In place of Bartok’s hard-won continuities, 
Rihm opts for fractured, often brittle textures 
as the best way of placing the surprisingly 
homogeneous sound world of his composition 
in the most effective relief. For much of the 
time there’s less sense of the musical layering 
— fold upon fold — that the ttle could be felt 
to imply, more of a Beckettian drama in 
which action and inaction wrestle for 
supremacy. But one way in which Rihm might 
indeed be writing his composition over or 
against Bartok’s is in his relish for the kind of 
relatively primitive yet potent effects that 
instruments with limited capacity to sustain 
sounds can produce. This performance is a 
model of sustained alertness, the recording 
admirably spacious and sonorous. 

Arnold Whittall 
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Cage 

4°33" 

Cage Against the Machine 

Wall of Sound (F) & download available from 

iTunes, Amazon, HMV, 7Digital and Play (4’33" » DDD) 
John Cage’s iconic work is recorded 
anew to raise money for good causes 


CAGE 


AGAINST 


Peter Dickinson 


Franck - Grieg - Janacek 
Franck Violin Sonata Grieg Violin Sonata No 2, 
Op 13 Janaéek Violin Sonata 

Vadim Repin v7 Nikolai Lugansky pf 

DG ‘F) 477 8794GH (65' - DDD) 

Two virtuosos in thrilling readings 

of three violin sonata masterpieces 
Repin and Lugansky 
make a formidable 
duo, finely matched in 
tone and both true 
virtuosos. Brilliant 
pieces such as the Grieg 
finale and dramatic 
ones like the last movement of the Janacek, 
sound thrilling — it’s impossible not to 
respond to this vital, wholehearted playing. 
Elsewhere, there are other delights: bright, 
weightless tone to create a fairy-tale 





atmosphere in the Janaéek’s second 
movement, a very free but entirely convincing 
account of the middle movement in the 

Grieg and a quite magnificent performance 
of the piano part of the Franck, with rich 
tone, beautifully even fingerwork (you'll be 
aware of this immediately at the start of the 
second movement) and a strong sense of 
harmonic direction. 

I’ve one criticism — but, I think, a crucial 
one — of Repin’s performance. His tone ts, 
like Lugansky’s, rich, and he’s able to point 
the climax of a phrase in a memorable way 
but he seems to attach little importance to a 
legato line. Sometimes, indeed, as in the 
running passage just after the canonic tune 
that opens the Franck Sonata’s finale, he 
actually separates notes that are slurred, but 
even when there’s a smooth connection 
there’s no intensity in the way the notes are 
joined, The soaring second theme of the 
Franck’s second movement sounds to me as 
though Repin is merely playing with the 
music, whereas Ray Chen (Sony, 2/11) really 
plays it, bringing out the full emotional 
potential, It’s a most attractive programme, 
however, and otherwise very well played, with 
opulent recorded sound. Duncan Druce 


Liszt -Smetana 

Liszt Elégies — No 1, $130"; No 2, $131". 

La lugubre gondola, $134°. Romance oubliée, 
$132*. Die Zelle in Nonnenwerth, $382". 
Tristia (transe of Vallée d’Obermann) 
Smetana Piano Trio, BL04 Op 15 
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Trio Wanderer (‘Jean-Marc Phillips-Varjabédian 
vm "Raphaél Pidoux ve “’Vincent Cog pf) 
Harmonia Mundi (© HMC90 2060 (73’ « DDD) 
Heartfelt performances of 

works imbued with grief 

It’s not every CD 
that has grief, 
misery and death as 
its theme, but then 
some of Western 
music’s finest works 





have been inspired 
by desolation. At the centre of the Trio 
Wanderer’s programme is Smetana’s early 
G minor Trio, a lament over the death of 
his small daughter and a model for the 
later “elegiac trios” of Dvorak, Tchaikovsky 
and Rachmaninov. “No Archduke,” wrote 
JB Priestley, one of whose favourite works 
this was, “but then would a little girl want 
one? — but a work of great tenderness and 
some depth.” These qualities are vividly 


conveyed by the ‘Trio Wanderer with Vincent 


Coq’s piano well to the fore in a bright 
acoustic, though on balance I prefer the 
lighter touch of Jitka Cechova with the 
Smetana Trio (Supraphon). 

‘The other major work is a real rarity on 
disc, 77istia, Liszt’s revision of a trio 
arrangement by the Danish composer 
Edward Lassen of one of his greatest works, 
“Vallée d’Obermann” from the Swiss book 


of Années de pélerinage. The duologue between 


violin and cello is most effective in 
emphasising the We/tschmer= rather than the 
pianistic virtuosity of the original, though 
the Trio does not hold back in the ecstatic 
final pages. The five remaining Liszt pieces 
are for cello or violin with piano, all late 
works from around 1880 and ending with 
“Elegy No 3”, better known in its piano 
original, La lugubre gondola, Liszt’s prescient 
vision of his son-in-law Wagner’s death, 
Heartfelt, lyrical performances with an 
excellent booklet by Jan Wolfrum. 

Jeremy Nicholas 


Mozart 

Divertimento, K563. Preludes and Fugues, 
K404a — No 4; No § 

Hermitage String Trio (Boris Garlitsky on 
Alexander Zemtsov va Leonid Gorokhov ve) 
Chandos (F) CHAN10635 (64' « DDD) 

Divertemento — selected comparison: 

Leopold Ste Trio (A/01) (HYPE) CDA67246 

An intimate style leads to revelations 
in Mozart's far from light Divertimento 
In Italian it 


MOZARE 


means “amusement”. 
Apply it to music 
and “divertimento” 
could mean light or 
recreational. For the 





Hermitage String Trio 
such dictionary definitions are not the stuff 
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Amazing range: Daniel Sepec 
and colleagues 


Chamber reviews 


Inspired performances of Biber's Marian sonatas 


stery and 


ME 


HIF Biber 


Mystery (Rosary) Sonatas and Passacaglia 
Daniel Sepec vm Hille Perl vada 
Lee Santana theo Michael Behringer /pd 
Coviello © () . COV21008 (125' » DDD) 
Biber’s “Mystery” or 
| “Rosary” Sonatas are 
remarkable both for 
their musical quality 
and for their 
extraordinary use of 
scordatura — changing 
the violin’s normal tuning. Indeed, of the 
15 sonatas, only the first (and the 
unaccompanied Passacaglia, added as a 
postlude) preserves the regular tuning; the 
other 14 all use a different mis-tuning. 
Why did Biber do this? ‘The scordaturas 
make possible certain chords and passages 
that would not be feasible otherwise, but 
other aspects of playing become more 
difficult. If, as has recently been argued (by 
Daniel Edgar in The Encoding of Faith - 
PhD thesis, University of York: 2008), the 
Sonatas are intended as objects of 
meditation on the Mysteries of the Rosary 
(a series of events in the life of the Virgin) 
then the scordatura can represent a process 
of transformation — each tuning altering the 
violin’s sound and response, with the point 


TATION 


of greatest strain coming as Christ’s 
sufferings reach their climax. 

Are the Sonatas programme music? 
Daniel Sepec thinks so and his ideas about 
Biber’s descriptive intentions inspire his 
performance. Often these are persuasive — 
the fluttering of the Angel’s wings in the 
First Sonata (The Annunciation) or, in the 
‘Tenth Sonata (The Crucifixion), the 
hammering of nails into the Cross. His 
interpretation of the opening of the 
Eleventh Sonata (The Resurrection) as a 
sunrise is extremely poetic but I’m less sure 
about the deliberately ugly sounds in the 
Seventh Sonata (The Scourging of Jesus). In 
general, these are very fine-sounding 
performances. Sepec use three violins (to 
facilitate changes of tuning), all made by 
Jakob Stainer, known to Biber, and whose 
instruments were at one time valued even 
above Stradivari’s. The performances benefit 
greatly from the varied continuo group and 
often have a spacious, majestic character. 

‘The Salzburg pitch seems to have been 
high in Biber’s time and Id love to hear a 
recording that’s at, or above, modern pitch. 
But what emerges very clearly from these 
discs is the amazing range of Biber’s 
inspiration, brought out by playing that’s 
imaginative and deeply committed. 
Duncan Druce 
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of K563. Nor are they for the Leopold 
String Trio. Each group in its way probes 
beyond the printed page. Disbelief in the 
definitions is shared but is expressed 
somewhat differently. In the first movement, 
for instance, Mozart asks that both halves 
be repeated. The Leopold repeat only the 
first half but don’t compromise stature. 
The Hermitage follow instructions and 
the extra length adds weight to a more 
intimate style. ‘Tempo is similar, approach 
dissimilar; but these musicians don’t 
compromise stature either. 

Dissimilarity is sharper in the second 
movement. The Leopold’s performance, 
slower than Adagio, is long-breathed, the 
high emotional horizon reached through 
a drawn-out intensity. The Hermitage follow 
another route to the heights. ‘Their pacing 
is faster, and stirring power is evoked through 
arching paragraphs shaped by subtle rubatos. 
Dynamics undulate as phrases are stretched 
then released back into tempo, elastic — 


perhaps rhapsodic too — but always disciplined. 


The variances in interpretation are at 
their most marked here, as indeed is the 
variance in temperament. If the Leopold 
veer towards intellectual rigour, the 
Hermitage prefer an unstudied impulse. 


attention to the particular tone quality of 
the reconstructions of period instruments 
which are used: the woodwind are all 
based on examples made between 1790 
and about 1810. 

Things had changed a lot by 1848, the date 
of George Onslow’s Nonet. Nevertheless, 
the instruments have a lucidity thar still 
suits the music. Though the harmonic and 
melodic idiom has not advanced all that far, 
there is an attention to the individual sound 
of the instruments which almost looks 
forward to Mahler. Onslow, French- 
domiciled and with a French mother, was 
unusual for his time and place in his interest 
in chamber music, and his ear for the sounds 
of the instruments is subtle and delightful. 
His Theme and Variations are virtually 
variations on the sounds to be drawn from 
the theme, rather than the melodic 
possibilities, and this is attractively realised 
by the players. There is a touch of melancholy 
in his music, emphasised by the performance 
here even in the restless Scherzo (Agitato), 
but the grasp of his idiom and the sympathetic 
response of the players make this a most 
enjoyable performance. 

John Warrack 


IN THE STUDIO 


Countertenor duetti 


Two prominent countertenors were in the studio 
at Salle Auguste Blanqui, Paris, last month for 
Virgin Classics. From January 19 to 23, Philippe 
Jaroussky and Max Emanuel Cencic were 
recording “Duetti da camera”, a disc of duets 

by Handel, Steggani, Durante, Cesti, Clari and 
Marcello that the pair had previously performed 
in France and Spain throughout January. As with 
the live performances, the singers were joined 
by Les Arts Florissants under William Christie. 
The proposed release date is November 2011. 


A winter journey 


Another singer, Florian Boesch, was recording 
for the Onyx label at the end of January. 

The Austrian baritone, whose debut at the 
Schubertiade in 2002 has led to recitals all 

over the world, was at All Saints’ Church, East 
Finchley, from January 27 to 31 to record 
Schubert's Winterreise with Malcolm Martineau, 
a pianist with whom he works on a regular 


basis (the pair have a recital at Wigmore Hall on 
March 30). The resulting disc will be released 


Saint-Saéns CE 


ke: EDITOR’S 
Caprice sur des airs danois et russes, CHOICE 





Check out the final A//egro in 6/8 time and 
also the Preludes and Fugues. The nub of 


in September. 


the matter is that re-creativity is 
complementary. A single choice cannot be 
justified. So why not experience two views 
of one unquestioned masterpiece? 

Nalen Anthoni 


Onslow - Spohr 

Onslow Nonet, Op 77 Spohr Nonet, Op 31 
Osmosis (Kate Clark f? Ofer Frenkel ob Nicole van 
Bruggen ¢/ Benny Aghassi bx Helen MacDougall 47) 
with members of the Nepomuk Fortepiano 
Quintet (Franc Polman vm Elisabet Smalt va 
Jan Insinger ve Pieter Smithuijsen db) 

Ramée (F) RAM1007 (69' « DDD) 
Early-19th-century nonets that trace 
the musical revolutions of the period 
Spohr and Onslow 
were exact 
contemporaries, both 
born in 1784, but their 
nonets lie a generation 
apart, in date and in 

: . ~&\1 spirit. Spohr’s work 
belongs to 1813 and the world of his fellow 
student Weber, and its elegance is well 
conveyed in this attractive performance. 
There is perhaps more sheer zest to be 
found in the animated finale but the Adagio 
is gracefully song-like, not so far removed 
from the Vienna of Schubert, and the 
opening Allegro has all the charm which 
Spohr himself clearly exercised over his 
audiences. The recording rather over-favours 
the bass-line but otherwise pays lucid 
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Op 79", Clarinet Sonata, Op 167°. Oboe Sonata, 
Op 166°. Bassoon Sonata, Op 168". Romance, 
Op 67°. Tarantella, Op 6' 
Canada’s National Arts Centre Wind Quintet 
(“Joanna G’froerer f7 “Charles Hamann ob 
‘bt imball Sykes of “Christopher Millard bn 
“Lawrence Vine Ay) 
Stéphane Lemelin pf 
Naxos ‘S) 8 570964 (64' « DDD) 
Gallic charm and exuberance in chamber 
works from the end of Saint-Saéns’s life 
EE} SAINT-SAENS Saint-Saéns’s acute ear 
SSS | for the personality of 
particular instruments 
is nowhere more 
conspicuous than in the 
three sonatas that he 
a composed in the last 
year of his life, 1921. These final forays into 
the realms of chamber music also show 
Saint-Saéns winnowing his style, so that, 
while still having recourse to the generous 
fund of lyricism on which he had always been 
able to capitalise, he now wrote with 


x ‘ 
4 ome ) Paibreee Gm C reeee Reed tees 
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conscious economy of means. 

The members of Canada’s National Arts 
Centre Wind Quintet appreciate and convey 
these facets in performances that encapsulate 
the Gallic charm and finesse of the music. 

At the same time, the Oboe Sonata’s mix of 
the pastoral and the perky is nicely 
established, as is the blend of warmth and 
bravura in the Clarinet Sonata, with its lowest 
register explored in the solemn Lento 


Copenhagen Noel 


Christmas may only come once a year but, for 
Theatre of Voices, it’s a more regular event. 

The vocal group were at the Garnisons Church 
in Copenhagen at the beginning of January 

to record a Christmas disc for their third joint 
CD with Ars Nova Copenhagen. Of their two 
previous ventures, David Lang's The Little 
Match Girl Passion won a Grammy last year and 
music by Arvo Part is released this summer. The 
ensemble’s Christmas disc, on which they are 
joined by Theatre of Voices instrumentalists, 
will be released before December, they hope, on 
Harmonia Mundi. 


A Callas homage 


Angela Gheorghiu has been back in the studio to 
continue work on “Hommage a Callas” for EMI 
Classics. The Romanian soprano was at Abbey 
Road at the beginning of January to complete 
the recording, which features the Royal 
Philharmonic Orchestra under Marco Armiliato. 
It is due for release later this year. 


Noseda’s farewell 
Gianandrea Noseda and the BBC Philharmonic 
were at Manchester's Studio 7 late last year 
recording two works by Rufinatscha - his 
Symphony No 6 and the Overture to The Bride 
of Messina. The results will be released by 
Chandos in April. Noseda steps down as the 
orchestra's chief conductor in September, when 
he will be succeeded by Juanjo Mena. 
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Making new acquaintances: 
Musica Antiqua Roma 


REDIS 


| Tracing tia 


‘Corelli’s Legacy’ 

Corelli Sonata, Op 5 No 9 Carbonelli Sonata, 
Op 1 No 2 Mossi Sonata, Op 1 No 5 Visconti 
Sonata, Op 2 No 5 Castrucci Sonata, Op | 
No 4 Locatelli Sonata, Op 8 No 10 Montanari 
Sonata in D minor — Giga senza basso 
Musica Antiqua Roma 

(Riecardo Minasi vv Marco Ceccato ve 

Giulia Nuti bpd/org Margret Koll triple bp) 
Passacaille (©) PAS962 (58' » DDD) 

You may not yet 
have heard of 
Riccardo Minasi and 
there’s a pretty good 
chance you won't 
have heard of most 





of the composers on 
this disc. If you are the slightest bit 
interested in the Baroque fiddle, however, 





you will be wanting to make all their 
acquaintances at the earliest opportunity, 
because this examination of the large but 
shapely footprint left by Corelli’s Op 5 
violin sonatas is a treat both for its playing 
and for its music. Starting with Corelli’s 
Ninth Sonata in the ornament-encrusted 
version handed down by Geminiani, it 
continues with sonatas by Giovanni 
Stefano Carbonelli (noble and strong- 
boned), Giovanni Mossi (dark and moody, 
relieved by flashes of violinistic 
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brilliance), Gasparo Visconti (the earliest 
after Corelli’s sonatas and the most like 
them in graceful style), Prospero 
Castrucci (short and punchy) and 
Locatelli (the most modern-sounding and 
outgoing, with a role for the cello almost 
equal to that of the violin), and finishes 
with a skittish unaccompanied Giga by 
Antonio Maria Montanari. Each of these 
works has its own character but each too 
bears recognisable signs of Corellian 
elegance and formal coherence. 

That four of them are here recorded 
for the first time puts us in Minasi’s debt 
even before we hear him touch his violin. 





Riccardo Minasi 
This Corelli project was a long time in the 
making. | discovered so much music by 
composers influenced by Corelli that | could 
probably have filled 10 CDs, so | had to choose 
only the very best works for the disc. 

| founded Musica Antiqua Roma In 2007, the 
same year this recording was made. Having 
two partners like Giulia Nuti and Marco Ceccato 
is such a joy - with them everything comes 
so easily and automatically. On this disc we 
worked hard to establish equal tension in all four 
violin and cello strings, something that most 
modern string players avoid. On most modern 
instruments the first string has the most tension 


INTERVIEW 


Chamber reviews 


VET Ne ioe 


1S Op 5 Sonatas 





When he does, it is with a freewheeling 
eloquence and vigour that confirms what 
bit of a 
well-kept secret: that he is one of the 


hitherto seems to have been a 


most exciting and engaging Baroque 
violinists in the business. Bold, expressive 
and welcoming of vibrato, his playing may 
strike some as a little fidgety, but no one 
could deny its mercurial brilliance or its 
clean-lined and vibrant singing tone. 
With a sweetly spacious acoustic that yet 
allows the excellent continuo team focus 
and substance, and an informative 
booklet-note, this is top-league stuff, 
Lindsay Kemp 





and this decreases in strings 2, 3 and 4. But by 
reconfiguring the instrument so all strings were 
equal this produced a more direct sound. 

We were also keen to play these sonatas with 
more than a single continuo instrument. It is 
generally thought that these works are for violin 
and harpsichord or cello because in Italian the 
word “o” means “or” rather than “and”. However, 
| found two separate Corelli editions, published 
in London just one year after the first Op 5 
edition came out, with a violin part, a general 
score for harpsichord and a separate cello part 
of just the bass-line. This means that certainly 
at the time at least three instruments might 
perform this music. Interview by Charlotte Smith 
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AV IE 


MOZART PIANO SONATAS 


Daniel-Ben Pienaar, piano 


ma ne 


“Momentous Mozart.” 


Editor's Choice 


( “one of the most 


LOZARYI . completely satisfyingly 


A" 
p surveys of this still 
undervalued music ever 


committed to disc.” 


IANO. SONATAS 
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ECHOES OF PARIS 

elec mmr It ae elie der Cit ae Der UA 
Augustin Hadelich, violin 

Robert Kulek, piano 


Perit ee tL 


Classical CD of the Week 


x “Here is an artist with no 
: apparent limitations.” 
- The New Yorker 


“Outstanding musicianship 
separates Augustin 
Hadelich from the pack” 

— Gramophone 


FLYING SOLO 
Works by Bartok, Paganini, 
eT rst teri 
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AV 2216 


Dee oF 


VIVALDI: THE FRENCH CONNECTION 2 


PRT er 
Adrian Chandler, director 


VIVALDI 


THE FRENCH CONNECTION 


foro] aig] e}2m ag om Ue) 6 0m eae tsl aka 
recording of || Gran Mogul, 
concerto for flute, strings and 
continuo 


sted etm ek 
from Amazon.co.uk 


amazoncouk 


AV 2218 


PS a 18) 3 


Www.avierecords.com 
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Distributed in the UK by Proper Note, The New Powerhouse, Gateway Business Centre, Kangley 
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BERGEN INTERNATIONAL FESTIVAL 
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movement and its capacity for exuberance 
in the finale. In the Bassoon Sonata, Saint- 
Saéns again reveals his ability to write music 
of a character individually tailored to the 
instrument’s timbre and tonal palette, here 


within the context of piece that takes Baroque 


compositional principles as a model. 

The unifying feature of this programme is 
the excellently judged piano playing of 
Stéphane Lemelin, who adds a discerning 
range of colour and spirit to the 
performances, whether in the sonatas or in 
the lovely Romance for horn, the lively 
Tarantella for flute and clarinet, or the 
Caprice on Danish and Russian Airs, which 
Saint-Saéns dedicated to the Danish-born 
wife of Russia’s Tsar Alexander ITI. 
Geoffrey Norris 


Schulhoff 

Violin Sonatas* — No 1, WV24 (Op 7); 

No 2, WV91. Sonata for Solo Violin, WV83. 

Suite, WV18 (Op 1)" 

Tanja Becker-Bender v7 

“Markus Becker pf 

Hyperion (©) CDA67833 (67’ « DDD) 

Tanja Becker-Bender and Markus Becker 

champion Schulhoff’s chamber works 

It is good to see 

" recordings of Ervin 

Schulhoff’s music 

presenting his 

' compositions on their 

é own merits. If there is 
a Schulhoff problem 

today it has less to do with his premature 

death in 1942, a victim of Nazi persecution, 

than with the unstable, protean nature of his 

creative output. Schulhoff toyed with such a 

range of idioms that it isn’t clear when he is 





merely having us on. Neither the Dadaist 
prankster nor the socialist realist composer 
of big statements is represented here. The 
Suite, an early piece dating from 1911, is his 
official Opus | and it resembles the late 
Romantic music of his teacher, Max Reger. 
Markus Becker, a subtle and sophisticated 
executant, 1s, on cise at least, much associated 
with that composer’s instrumental oeuvre. 
Schulhoffs First Violin Sonata (1913) adds 
Debussy to the mix without establishing an 
unmistakably personal stylistic profile. 

The First World War triggered more 
absurdist experiments, banishing any vestiges 
of the palm court, but by 1927, when the 
remaining works in this programme were 
written, Schulhoff would seem to have 
mastered a more conventional, pseudo-ethnic 
or vaguely Bartokian form of modernism, 
content to peddle his jazz-inspired novelties 
elsewhere. Among his most durable 
mainstream scores, the Sonata for Solo Violin 
is not just an effective and compact display 
piece. Adopting some more extreme tempi 


than Daniel Hope (DG, 10/07), ‘Tanja Becker- 
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Bender can muster both impressively full 
tone and a not inappropriate astringent edge. 
No mean virtuoso, her previous release for 
Hyperion was an acclaimed set of Paganini 
Caprices (5/09) and it helps that the company 
provides a helpful booklet-note that does 

not over-egg the contextual pudding. The 
artwork is by the similarly unclassifiable 

Paul Klee. Worth a punt. 


David Gutman 


Veracini 

Violin Sonatas — Op | No 7; Op | No 12; 

Op 2 No 12; in D minor; in D minor 

Riccardo Minasi v7 

Musica Antiqua Roma (Marco Ceccato ve 

Giulia Nuti, Ottaviano Tenerani Apds 

Luca Pianea alte Margret KOll triple hp) 

DHM © 88697 70530-2 (72' « DDD) 

An opportunity to reassess the music 

of a well-trained Florentine composer 
_ & I confess that, up to 

now, I’ve not rated 





Veracini’s music 
especially highly. 

An expert, well-trained 
composer, certainly, 
but he seems content 
to employ a post-Corelli lingua franca, while 
contemporaries such as Vivaldi and ‘Tartini 
were producing more innovative and 
individual music. By all accounts, Veracini 
was a wonderful violinist but as a person 
somewhat difficult and eccentric. Riccardo 
Minasi is well able to produce the necessary 
high virtuosity, and though there’s nothing 
eccentric about his style, his ability to 
improvise elaborate, graceful, occasionally 
extravagant decorations gIVeS these accounts a 
fascinatingly personal character, suggesting 
how the 18th-century maestro might have 
appeared to his audience. 


It’s not just a question of ornaments, either. 


Helped by his large continuo group, 
providing imaginatively varied backing, 
Minasi points up the particular sound world 
and expressive concerns of each sonata. In 
Op | No 7 in A major he produces a bright, 
penetrating tone to emphasise the music’s 
extrovert brilliance. In the much simpler 

D minor “Vienna” sonata, on the other hand, 
the uncomplicated, folk-style melodies — in 
character collective rather than solo-like — 
are often doubled by plucked continuo, an 
effect that’s expressively appropriate as well 
as being attractive and unusual. Only in the 
final sonata from Op 2 did I feel the 
interpretation was slightly overdrawn; for 
example, the languid start of the first- 
movement Passagallo seems affected, with its 
slow tempo and continual hesitations. It’s 
still a splendid performance, though, and 
I’m grateful to Musica Antiqua Roma for 
kindling in me (and I hope in you) a new 
interest in Veracini. Duncan Druce 
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Cantatas 
BWV 51 Jauchzet Gott" & BWV 199 
“Mein Herze schwimmt im Blut 


Arias from: Bw 31, 57, 84 & 105 
The English Concert 
Harry Bicket 


Winner of the 2006 Kathleen Ferrier 
Award and the 2007 Cardiff Song Prize, 
soprano Elizabeth Watts makes her 
harmonia mundi début in a luminous 
programme of Bach cantatas and 
arias, deftly supported by The English 
Concert led by Harry Bicket. 


‘Watts is a terrific communicator, her 
demeanour as engaging as her vocalism. 
Constantly varying both her tone and 
expression, she threw off the semiquaver 

runs and top Cs with dazzling aplomb.’ 
‘The London Evening Standard 
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Gilmore-winner Gerstein *« More Liszt from Leslie Howard « Brilliant piano boxes 


Beethoven 

Piano Sonatas — No 9, Op 14 No 1; No 10, 

Op 14 No 2; No 19, Op 49 No 1; No 20, 

Op 49 No 2; No 24, Op 78; No 25, Op 79 

Mari Kodama pf 

Pentatone (F) *°. PTC5186 304 (68' « DDD/DSD) 

A Brendel protégée continues her 

admirable Beethoven sonata cycle 

Ae > This is Mari Kodama’s 
at sixth disc in her 

_ projected recording of 

Beethoven’s 32 piano 

sonatas. Born in Japan 

but raised in Germany, 

7 she studied with 

Germaine Mounier, Tatiana Nikolaieva and 

Alfred Brendel, her invaluable mentor. 

Kodama is widely experienced and her 

performances of sonatas she calls “lyrical 

islands” are graceful, fluent and musically 

transparent. Everything proceeds in a faultless 

flow of sound and in this sense her credentials 







are impeccable. Never bearing down heavily 
on the music, she always allows Beethoven his 
own voice. And it is here that one steps in not 
to criticise such admirable virtues but to 
wonder whether, even at his most engagingly 
lyrical, Beethoven is quite as well-mannered 
as these performances suggest. Kodama 

shies away from those typical sf nudges 
commencing at bar 16 in the first movement 
of Op 78, a moment when Beethoven vitalises 
his outwardly benign nature. She has little use 
for extraneous pleading or for those who turn 
Beethoven’s clearly marked a/legretto second 
movement of Op 14 No 2 into an 
idiosyncratic limp (Richter, who, clearly 
missing a slow movement, creates one of his 
own). Such gestures are not for her, though 
her gentle unmarked accelerando at the end of 
Op 49 No 1’s second movement is a welcome 
feature in playing which just occasionally 
threatens to become featureless. 

A bonus DVD includes a performance of 
the first two movements of the D major 
Sonata, Op 10 No 3, some characteristically 
modest but helpful observations and a tribute 
to her dream team in the studios. Sound and 
presentation are ideal. Bryce Morrison 


‘Piano Music, Vol 7’ 
Concert Fantasy on Themes from Goldmark’s 
‘Merlin’, KB55. Fantasy on Themes from 
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Cornelius’s “The Barber of Baghdad’, KB52. 
Variation-Study after Mozart No 1; Canzonetta 
from ‘Don Giovanni’. Siegfried’s Funeral March 
from ‘Gétterdammerung’, KB111, Sonatinas — 
No 3, ‘Ad usum infantis’, K268; No 6, ‘Fantasia 
da camera sur Carmen’, K284. Five Short Pieces 
for the Cultivation of Polyphonic Playing, K296 
Wolf Harden pf 
Naxos (S) 8 572422 (68' « DDD) 
Operatic fantasies played 
without much sense of fantasy 
EJs BLSONI _ Few of us will have 
| known of the existence of 
ree tens Busoni’s early Merlin 
Fantasy — about the same 
number, I guess, who 
have ever heard a note of 
_ he a 888 | Goldmark’s once-popular 
opera of 1888 — or have come across his Fantasy 
on Themes from Cornelius’s “The Barber of 
Baghdad’. The latter was Busoni’s first effort at 
such a transcription, written between nine at 
night and three in the morning without a piano 





and without his ever having seen the opera. 
I wish I could say that either were worthy 
successors to Liszt’s operatic transcriptions 
but I can’t. Merlin, a lengthy 17'40", has its 
moments but fails to cohere into an effective 
whole; both are curiosities worth hearing once. 
More impressive is the Wagner transcription 
(1883) but we only experience Busoni’s 
individual voice in the remaining (later) works. 
After the drily executed Mozart “Variation- 
Study”, one finally has to acknowledge that, 
sadly, in Wolf Harden we are listening to a 
pianist of a different order to, say, Egon Petri, 
whose Busoni recordings remain among the 
most valuable of piano discs. Harden plays 
exactly what is on the printed page but goes no 
further. Petri’s musical imagination in Sonatina 
No 3 brings charm, warmth and intmacy to 
this little gem, while in the Carmen Chamber 
Fantasy (aka Sonatina No 6) his ability to toy 
with the virtuoso challenges of the score 
(equalled, it must be said, by Ogdon and 
Hamelin) put Harden’s worthy efforts in the 
shade. That said, the disc, well-recorded at 
Potton Hall, will be an essential buy for all 
Busoni completists. Jeremy Nicholas 


Chopin ® 


Four Ballades*. Barcarolle, Op 60°. Berceuse, 
Op 57°, Etudes —- Op 10°; Op 254. Op 10 No 355 
Op 10 No 4. Fantasie, Op 49°. Fantaisie- 
Impromptu, Op 66°. Three Impromptus*. 





Mazurkas*- No 7, Op 7 No 3; No 13, Op 17 
No 4; No 23, Op 33 No 2, Nocturne No 4, 
Op 15 No 1. Piano Concertos’ — No 1, Op 11; 
No 2, Op 21. Piano Sonatas” — No 2, Op 35; 
No 3, Op 58. Preludes‘, Op 28 —No 6; No 7; 
No 15. Waltzes‘ - No 1, Op 18; No 5, Op 42 
Murray Perahia pf 

‘Israel Philharmonic Orchestra / Zubin Mehta 
Sony ©) ©) 88697 64823-2 (4h 48’ « DDD) 

From *SK44922 (6/90), "MK76242 (7/74"), “SK64399 
(12/94), “SK61885 (11/02), “*MK39708 

Recorded 1974, 1983, “live 1989, "1994, “2001 
Perahia’s poetic way with Chopin 

makes this an essential collection 

The Chopin anniversary 
year of 2010 
understandably saw a 
maelstrom of Chopin 
recordings, making 
selection a tricky and 
subjective issue. Yet 
Sony’s five-dise reissue of Murray Perahia’s 
discs spanning a 28-year period is surely the 
most distinguished of all: a reflection of 
Chopin’s unique balance of Gallic poise and 
Slavic passion, a flawless yet audacious mix 
of what EM Forster once called “the prose 
and the passion”. 

I know there are those who feel that 
Perahia’s immaculate taste and precision are 
at the expense of a greater spontaneity, who 
long for him to break out from such 
contained and crystalline perfection, 
yet I have to say that exaggeration and 
artificiality have always been alien to his 
patrician nature. You may hear more 
idiosyncratic Chopin from, say, Cortot, 
Moiseiwitsch, Cherkassky and Horowitz 
(whose Chopin was aptly described by 
Rudolf Serkin as “like a fireball exploding”), 
or a more “boggle-factor” virtuosity from 
Lazar Berman, but you will rarely hear such 
classic strength of purpose, such poetry and 
lucidity. Every bar, indeed every note is 
deeply considered, yet the effect is as natural 
as it is unarguable. Nothing will lure Perahia 
from such poise and all his performances 
declare that Chopin is far too great a 
composer for even a hint of exhibitionism. 

Perahia has often mentioned his love of 
a past generation of master-pianists, of 
Cortot, Schnabel and Edwin Fischer, but 
he is surely the true heir to Rubinstein, 
whose heroic rescue of Chopin from salon 
accretion and sentimentality he proudly 
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emulates. Few if any performances have 
excelled, let alone surpassed his exquisite 
grace in the Berceuse, in that “rain of silvery 
fire”, and what a sense of wonder he achieves 
in the ballade-like progression of the Second 
Impromptu. It is hardly surprising that many 
years ago two then stars of the Juilliard 
School in New York turned their initial 
condescension towards a pianist they 
considered from a lesser establishment (the 
Mannes School) into awe and envy as they 
listened to Perahia’s way with Chopin’s 
Impromptus. Try the central oases of calm 
in the Scherzo and Funeral March of the 
Second Sonata, or the quaver flow at the 
heart of the Third Sonata’s Largo, and you 
will hear a musical and technical ideal far 
removed from cloying decadence or excess. 

Again, what mastery in the codas of the 
Four Ballades (for Claudio Arrau an ultimate 
challenge), where every intricacy is resolved 
with a translucency that few could equal. A 
rapidly flowing way with the E flat minor 
Etude from Op 10 may raise a few eyebrows, 
yet the music’s malaise and morbidity remain, 
and elsewhere in the Etudes Perahia once 
more reveals one of the truly sovereign 
techniques and poetic impulses of our time. 
Sony’s flip-box presentation takes some 
getting used to and admirers of their great 
artist may wonder at the exclusion of 21 of the 
24 Preludes, But the remastered sound is 
gloriously true to Perahia’s recognisable 
sonority. This is the Chopin issue par 
excellence, not just for 2010 but for all time. 
Bryce Morrison 


F Couperin 

Livre de clavecin — Book 3, Ordres 14-17; 

Book 4, Ordres 22, 24, 26 & 27 

Frédérick Haas bpd 

Alpha © (2) ALPHAT73 (167° « DDD) 

A second selection from the Piéces 

de clavecin, with some noises off 

This selection of eight 
ordres (or suites) from 
the third and fourth 
books of Préces de clavecin 
is French harpsichordist 
Frédérick Haas’s second 
Couperin release, 
following a similar-sized package from the 





first and second books. There are good 
reasons to hope that he keeps going. His 
booklet essay reveals a thoughtful admiration 
for Couperin’s subtle and attractive 
personality as revealed by these harpsichord 
miniatures and makes the point that we 
should not waste too much time trying to 
understand what every one of their intriguing 
and enigmatic titles signifies. Enough, says 
Haas, to play them and let the eloquence of 
the music reveal its own meaning, an 
approach which he backs up with the assertion 
that it was not in the written word but in 
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A British pianists distinctive VOIce 


lish 


IN 


‘Three Ecossaises, Op 72. Fantaisie- 
Impromptu, Op 66. Fantasie, Op 49. Three 
Impromptus. Mazurkas —- Op 6; Op 17. Two 
Nocturnes, Op 27. Waltz No 6, ‘Minute’, 
Op 64.No | 

Leon McCawley pf 

Somm Céleste ™ SOMMCDO0103 (70' « DDD) 

a aeeeeeeeee As the Chopin year 

» drew to a close, Leon 
McCawley added his 
own personal and 
distinctive voice in 
performances which 
veer away from the 
glamour and opulence of the concert hall, 
almost as if given before a late-night 
audience of carefully chosen friends. His 
inwardness and reserve pay rich dividends 
in the C sharp minor Nocturne’s coda, 
where Chopin’s gloom and despondency 
are finally pierced with light. And in the 
companion Nocturne in D flat, his 
translucent tone is particularly apt in so 
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much sumptuous cantilena and double- 
note blossoming. He is notably at home in 
the darkness and pained introspection of 
the A minor Mazurka, Op 17 No 4, and, 
per contra, is deft and stylish in his curtain- 
raiser, the “Minute” Waltz, where he is too 
musicianly to become involved in a 
superficial race against the clock. 
Elsewhere his performances are apt to 
shy away from Chopin’s turbulence and 
audacity. He tones down the Op 17 A flat 
Mazurka’s mood, its nagging rather than 
entreating child malaise, and there are 
many moments when his pedalling is 
overly discreet, denying him a greater 
range of breadth and colour. There is more 
animation in the Fantaisie-Impromptu’s 
whirling agitation and a greater sense of 
grandeur in the F minor Fantasie, always 
among Chopin’s most epic utterances. But, 
more generally, the performances on this 
well-recorded disc are too sober-suited 
to capture fully Chopin’s range, drama 
and inclusiveness. 
Bryce Morrison 
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music such as this (and its titles) that the true 
soul of poetry resided in the first part of the 
18th century. 

As it happens, I would not say that Haas 
reaches to the heart of every piece. ‘That 
would be a tall order for anyone; but in 
general I feel that he is better in grander, 
more imposing and stately pieces — the 
sunnily majestic Allemande from the 16th 
Ordre for instance, or Le Trophée, the strongly 
directed La Superbe or the excellent 
passacaglia L’Amphibie — than in smaller, 
more fragile works such as Les Vestales or Le 
point du jour, which lack something in 
tenderness. His playing tends to the dignified 
and serious, eschewing the cute teasings of 
Mitzi Meyerson’s recital (Glossa, 12/05) while 
not aiming either for the silky fromdeur of 
Christophe Rousset’s complete Couperin 
recordings (Harmonia Mundi, 9/93 & 10/94), 
The bird music of the 14th Ordre is 
characterfully realised but I wanted more 
pastoral drowsiness in the 15th. The superb 
26th Ordre is excellently done, however, 
sustaining its autumnal nobility from the 
soft-fingered La Convalescente right through 
to the grim humour of La Pantomime. 

Haas’s harpsichord is a fine 1751 Hemsch, 
fruitily recorded and with a zingy resonance 
that hangs like a fine mist even after the 
dampers have come down. The intimate 
recording makes sure we catch this but 
I cannot for the life of me understand why 
the strangely explosive noises that sometimes 
occur between pieces — pages being flicked 
over? A door clicking to? A distant sneeze? 
Who knows? — have been left in the edit. Sull, 
everything else here, as always with Alpha, 
is beautifully presented. Lindsay Kemp 


Knussen - Liszt - Schumann 


Knussen Ophelia’s Last Dance, Op 32 Liszt Piano 
Sonata, $178 Schumann Humoreske, Op 20 
Kirill Gerstein pf 

Myrios (©) MYROOS (66' « DDD) 

Cultivation and taste, although Gerstein 
can let himself go more than here 

\ Judging by this disc, 

-~ 2010 Gilmore Artist 
Kirill Gerstein appears 
_to be as intelligent, 
accomplished and 
sensitive a Virtuoso as 
a fellow prize-winners of 
the past, such as Leif Ove Andsnes and Piotr 
Anderszewski, He holds attention throughout 
his world-premiere recording of Oliver 
Knussen’s Opbelia’s Last Dance by 
differentiating the composer’s almost 
impressionistic melodic and accompanimental 






components with a wide scope of dynamics 
and colours, jabbing the solitary sforzando 
high notes with stinging impact. 

His clean, well-thought-out and thoroughly 
poised performances of the large-scale 
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Schumann and Liszt selections prove more 
vulnerable to catalogue competition, although 
they’re never less than world-class. ‘The 
Humoreske’s unquiet undercurrents and 
harmonic tensions are often smoothed out 
by Gerstein’s tendency to round off phrases 
and impose slight r7tards at predictable 
junctures. By contrast, sections where 
expressive intensification would be most 
welcome (the one marked Einfach und zart) 
are reserved to a fault. 

Stull, many pianists would be glad to claim 
Gerstein’s superb control, cultivation and 
taste, which make themselves felt in Liszt’s 
B minor Sonata. Gerstein’s ability to sustain 
quiet music at slow tempi creates an 
appropriately rapt aura throughout the 


Andante sostenuto, while the section leading 


into the recapitulation build-up is fortified by 
his emphasis on bass-lines. Moreover, 
Gerstein justifies his rhetorical phrase 
broadenings with plenty of dynamism and 
full-bodied tonal projection. But don’t expect 
the kinetic, headlong brio of Argerich, 
Fleisher, Berezovsky or even Gerstein 
himself, when he really lets go in concert, 
away from the microphone’s scrutiny. What 
will this interesting pianist serve up next? 

Jed Distler 


Liszt So 


EDITOR'S 


‘New Discoveries, Vol 3’ CHOICE 
Romancero espagnol, S695c. Zwei Stiicke aus dem 
Oratorium ‘Christus’, S498¢. Magnificat, $1824. 
‘Trois chansons, $5104. Album-Leaves — $16342-e; 
$164k-/; $1660-s; S$167¢-t. Variations “Tiszantuli 
szép léany’, $3844, Romance, $577i/bis, S577 i/ter. 
Schlummerlied, $186/7a. Valse-[mpromptu, 
$213bis. Marche des pélerins chantant la priére du 
soir de la Symphonie d’Harold en Italie composée 
par Berlioz, $4737. Einzug der Gaste auf Wartburg 
— Marsch aus Richard Wagners Tannhauser, $445 
No la. Adagio non troppo, $1514. Prozinsky 
Fragment for piano, S701v. Cadenza, S695/.- 
Wilde Jagd — Scherzo, $176a 

Leslie Howard pf 

Hyperion ( (2 CDA67810 (140' - DDD) 

A must for Liszt completists as Leslie 
Howard makes some rare finds indeed 
More than a decade 
after Leslie Howard 
seemingly put his 
comprehensive Liszt 
cycle to bed, so to 
speak, the indefatigable 
pianist/scholar has 
amassed nearly two and a half hours’ 

worth of previously unknown and/or 
inaccessible material that ranges from 
album-leaf scribblings to several substantial 
large-scale works. 

The collection opens with a real find in the 
three-movement, 20-minute-long Romancero 
espagnol, dating from the late 1840s. Careful 
restoration from the manuscript yielded a 


performing version published by the Liszt 
Society Journal in 2009. ‘The music is quite 
extrovert, dramatic and harmonically 
adventurous. Although the finale is based on 
the same Jota aragonesa familiar from Liszt’s 
Spanish Rhapsody, it’s treated quite differently 
for the most part, Howard also presents a first 
version of the Scherzo und Marsch that’s a little 
more prolix and texturally unwieldy in 
comparison to the more compact and 
scintillating revision, The second movement 
of Berlioz’s Harold in Italy appears in a much 
earlier and more difficult transcription that 
Liszt would revise to superior pianistic effect 
years later. Conversely, Liszt returned to his 
definitive and quite faithful transcription of 
the March from Wagner’s Tannhduser in 
order to add a few improvisational flourishes 
and alterations. Even the most fragmentary 
short works hold fascination, such as the 
Andantino in A flat, which is a wistful, 
introspective setting of Chopin’s Polish song 
“The Maiden’s Wish”, while, by contrast, an 
arresting, furious chromatic gesture initiates a 
fugue that breaks off after 18 seconds. 

Clearly tackling Liszt anew in the studio 
has revitalised Howard’s pianism. Sample the 
thundering sonorities he summons from the 
piano’s bowels in the Magnificat, $182a, the 
relaxed ebb and flow he brings to the 
“simplified” Valse-Impromptu, or how even the 
most fragmentary works never fail to 
communicate shapely elegance (the 19-second 
Cadenza, $6957, for example). As always, 
Howard’s annotations reveal a high level of 
detective work, musical insight and 
scholarship without pedantry. 

Jed Distler 


Otte 

Das Buch der Klange 

Ralph van Raat pf 

Naxos (8) 8 572444 (67' » DDD) 

American minimalism and the European 
avant-garde collide in Otte’s world 

Hans Otte’s epic piano 
cycle Das Buch der 
Kldnge (“The Book of 
Sounds”) remains one of 
20th-century music’s 
best-guarded secrets. 
haat, Fame Completed in the early 
1980s, its distinctive sound draws upon the 
essential ingredients of the European avant- 
garde and American minimalism: simplicity 
versus complexity, surface versus depth, 
repetition versus non-repetition and process 
versus intuition. Divided into 12 movements 
(or parts), the work’s large-scale, arch-like 
sweep charts a course through 20th-century 
harmony: the fragile tonal beauty of Parts I 
and II (minimalist Debussy) gives way to 
increasingly discordant explorations in 

Parts ITI, ['V and V (expressionist Schoenberg 
meets Stockhausen’s Klavierstiick IX). 
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Harmony is stripped down to a skeletal atonal 
line in the work’s central part, before 
navigating a circuitous route towards 
consonance in its remaining six sections, 
culminating in Part XII’s affirmative chorale- 
like peroration. As the work’s title suggests, 
this harmonic journey is a means to focus on 
sound itself, and the piano’s resonant qualities 
lie very much to the fore. 

Despite being somewhat detached and 
clinical at times, Ralph van Raat’s impressively 
controlled performance does justice to the 
work’s subtle nuances. ‘There is plenty of 
dynamic and colouristic contrast here. In 
comparison with Otte’s own 1983 recording 
of the work (Celestial Harmonies), Raat races 
through each part. Even taking into account 
the somewhat superfluous silences that 
punctuate each section, Raat’s performance 
clocks in at almost 10 minutes shorter than 
Otte’s. This is an excellent introduction to the 
work but both Otte’s and Herbert Henck’s 
definitive recording (ECM, 8/99) also merit 
serious consideration. 

Pwyll ap Sién 


Peeters 

Aria, Op 51. Concert Piece, Op 52a. Flégie, 

Op 38. Lied to the Flowers, Op 66 No 3. Lied to 
the Sun, Op 66 No 5. Suite modale, Op 43. Ten 
Chorale Preludes, Op 39. Toccata, Fugue and 
Hymn on ‘Ave maris stella’, Op 28. Variations 
and Finale on an Old Flemish Song, Op 20 
D’Arcy Trinkwon org 

Hyperion (©) CDA67825 (74 - DDD) 

Played on the Marcussen organ of Tonbridge School 
An organ composer who responded 

to French and Flemish influences 

This welcome release 
should do much to 
restore Peeters’s 
reputation as one of the 
most craftsmanlike and 
consistently satisfying 
organist-composers of 
the past century. As a star pupil of the 


Lemmens Institute in Mechelen, Peeters 





drew inspiration in equal measure from the 
rich French tradition of Widor, Guilmant 
and Tournemire, the treasures of his own 
Flemish Renaissance polyphonic heritage 
and, increasingly, as he toured extensively 
after the Second World War, his own 
responses to landscape. ‘The Lied to the 
Flowers, for example, was sketched in 
California, an experience not dissimilar to 
Messiaen’s encounter with Bryce Canyon 
in Utah. 

Although it must be a daunting challenge 
to reduce Peeters’s vast organ output down 
to a 75 minute representative selection, 
Trinkwon has managed successfully to cover 
most angles, from two of the most memorable 
and harmonically delicious choral preludes 
(out of 300 plus) to the mighty Concert Piece 
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(a partial reworking of the 1944 Organ 
Concerto). ‘The early Variations and Finale on 
an Old Flemish Song owe a good deal to 
Dupré’s example. A delightful contrast is the 
Suite moidale (1938), the sparkling Scherzo 
from which shows how deft and entertaining 
Peeters could be. The Elegie (on the death 
of Peeters’s mother) is given an especially 
moving performance. The only disappointing 
track is the famous Aria, which comes over in 
a curiously jerky and disconnected manner. 
‘That apart, the playing is mostly top-notch, 
with the Tonbridge Marcussen ideally 
suited to Peeters’s clear countrapuntal 
voice-leading. Beautifully recorded, with 
excellent notes by David Gammie. 
Malcolm Riley 


G Prokofiev 


Import/Export 

Powerplant / Joby Burgess perc 

Nonclassical (F) @ (CD + 22) NONCLSSOO7 

(64' + 70’ « DDD) 

DVD features live performance of Import/Export with 
video projections and photography by Kathy Hinde 
Found objects and found sounds offer 

a telling commentary on globalisation 
Among the growing 
crop of composer-led 
labels, Gabriel 
Prokofiev’s Nonclassical 
is surely among the 
most forward-looking. 
Its latest release focuses 
on Import/Export: a “Suite for Global Junk” 
written for Powerplant, the multimedia 
project of percussionist Joby Burgess who 
performs on objects synonymous with the 
process of globalisation. Oil drums, plastic 
bags, soda bottles and wooden pallets are 
deployed — along with a minimal amount of 
electronic looping — in seven “voyages” and 
an epilogue. The half-hour journey proves 
diverse and unpredictable — tracks redolent 
of an earlier era in percussion music (namely 
Cage and Cowell) contrasting with those in 
which the performer’s improvisational powers 
come provocatively the fore. Import/Export is 
that rare achievement: music wholly sufficient 
in itself that is shot through with the cultural 
fall-out which inspired it, 

The package, stylishly presented, offers 
two ways of experiencing it. The CD 
complements the piece with seven remixes in 
a suite of comparable length, ranging from 
left-field dance numbers to ominous 
soundscapes that readily intensify the feel of 
the originals. The DVD features a visual 
realisation by Kathy Hinde, setting images of 
it in performance alongside those of the 
environs and cultures at the receiving end of 
globalisation. Additional features consist of 
Burgess performing the piece in Bath, and 
two 1950s documentaries that chart the 
exploration and benefits of oil production in 
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the heyday of the American boom. Whichever 
way, Import/Export provides sobering viewing 
as well as stimulating listening, for both of 
which those involved can take great credit. 
More power to them! 

Richard Whitehouse 


Tansman 


24 Intermezzos. Petite Suite. Valse-Impromptu 
Eliane Reyes pf 

Naxos (S) 8 572266 (57 » DDD) 

The piano music of a Pole in Paris, 
coloured by wartime conditions 

SS ~t. Time was when only 

oe § BE ihe meres reckin of 
music was available on 
record. Today the 
situation could hardly be 
more different. Every 
. nook and cranny is 
offered up for scrutiny, and so it is that Eliane 
Reyes, a young and wonderfully gifted pianist, 
gives us a world premiere recording of 
Alexandre T'ansman’s 24 Intermezzos and 
Petite Suite, and, as an accessible encore, the 
Valse-lmpromptu. 

The first two of the four books of the 
Intermezzos (1939-40) were composed in 
Paris, their mood dictated by dispiriting 
wartime conditions and reflecting a curious 
slant on Romanticism. Brief, fluid and exotic, 
they are alive with many unnerving twists of 
harmony and direction. Gérald Hugon’s long 
and scholarly notes suggest parallels with a 
wide selection of composers (en passant he 
mentions Brahms, Fauré, Chopin, 
Szymanowski, Bartok and Ravel), and yet it is 
difficult to feel that ‘Tansman’s mercurial 
figurations are complemented by sufficient 
melodic distinction. The overall mood of all 
the Intermezzos is claustrophobic and 
introspective, and you will look in vain for 
much lightening of mood. The extensive 
lamentoso of Book 4+ No 3 is, however, 
undeniably powerful, reflecting in its 
desolation something of Scriabin’s late and 
morbidly obsessive style. Elsewhere the 
writing, while outwardly varied, is too often 
confined within a narrow range of intervals. 
But Eliane Reyes takes a different view and 
her performances are memorably refined, 
dextrous and committed. She is excellently 
recorded and this is clearly a dise for explorers. 
Bryce Morrison 


SL Weiss 


Overture in B flat. Partita in G minor. Sonata 
in F, Fantasie in C minor, Suite in C minor. 
Ciaccona in E flat 

Nigel North /te 

BGS Records (©) BGS119 (66' « DDD) 
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R Johnson 
The Prince’s Almain, Masque and Coranto. 
Pavans — No 1; No 2; No 3; No 4. Galliard: My 
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Lady Mildmay’s Delight. Two Almains. The 

Yoble Man. The Witches’ Dance. Three 
Almains. The Fairies’ Dance. Fantasie. Galliard. 
Lady strange’s Almain. The First, Second and 
Third Dances in the Prince’s Masque. The 
Satyre’s Dance 
Nigel North /te 
Naxos (S) 8 572178 (60' + DDD) 
A master lutenist in the music of two 
of the instrument’s finest composers 
With his two latest 
releases, lutenist 
Nigel North again 
demonstrates the range 
_and persuasiveness of 
his art as he explores the 
music of two composers 
perhaps less well 
known than their 
respective countrymen 
John Dowland and 
JS Bach, to both of 
whom North has 

: already paid homage 

in fine style with four-CD sets. 

Robert Johnson (c1 583-1633) was a lutenist 
at the court of James I who wrote songs and 
dances for the plays of Shakespeare, 
Beaumont and Fletcher, and Webster, as well 
as for the masques of Ben Jonson. Sylvius 
Leopold Weiss (1687-1750), an almost exact 
contemporary of his friend and collaborator 
JS Bach, served as a royal chamber musician 
to the Elector August IT of Saxony and was 
renowned in his day as one of the supreme 
masters of the lute. 

Both Johnson and Weiss made the 
simple dance form a vehicle for the 
loftiest expression — notably the pavane 
in Johnson’s case and the allemande 
in Weiss’s. North in his interpretations is 
not embarrassed to do likewise — this is 
especially true with the Weiss, recorded as 
it was after an annus horribilis which saw 
North’s mother pass away, his former wife 
and friend Mary die of cancer, and his 
suffering a heart attack. 

While the Johnson presents in a musically 
satisfying order pavans, galliards, almains 
and dances specifically written for the 
theatre, the Weiss features three suites of 
Baroque dances. The disc opens with the 
sunny Ouverture in B flat, while the Suite 
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Nagel Neoth, bate 


in C minor ts effectively bookended by the 
Fantasie in C minor and the Ciaccona in 
FE flat. 

For the Johnson, North plays a 10-course 
lute by Lars J6nsson (2005); for the Weiss, an 
11-course lute, again by Jonsson, after Hans 
Frei. As always, North’s playing is a wonder, 
an easy, natural musicality and an impeccable 
technique complemented by a real ear for 
colour and nuance of expression. 

Best of all, there’s an intensity of emotion 
here that equals Matthew Wadsworth’s in the 
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Johnson and Jacob Lindberg’s in the 
Weiss: the pavans and allemandes are 
grave and searching, the almains and 
courantes are bursting with vigour and 

the theatre dances are richly characterised, 
while the sarabandes and menuets are 
suffused with a piquant saudade. Superb. 
William Yeoman 


‘Fantasies for Piano’ 
Schumann Fantasie, Op 17 Mozart Fantasia, 
K397 Beethoven Fantasia, Op 77 Scriabin 
Fantasie, Op 28 Horowitz Carmen Fantasy 
Marylin Frascone pf 

Integral (©) INT221 174 (58' « DDD) 

Impassioned and improvisatory (but 
prehaps not intoxicating) fantasies 

In reviewing Marylin 
Frascone’s disc of 
Liszt and Ravel last 
year (5/10), I compared 
her unfavourably with 
Boris Berezovsky in the 
B minor Sonata and, 
though equipped with a strong technique, 
thought she showed too little imagination in 
Gaspard to rival any benchmarks. Here, by 
contrast, in this attractive programme, she 
establishes her credentials as a thinking 
virtuoso, not least in the opening Schumann, 
an account which I enjoyed as much as 
Uchida’s recent impassioned reading 
(Decca, 12/10), if nor more. Frascone’s is a 
more wistful, intimate view of the work, its 
final pages touchingly conveyed, becoming 
ever more fraught before subsiding into 
reluctant acceptance, 

She makes an equally poignant narrative 
of Mozart’s very different Fantasy followed 
by Beethoven’s all-too-rarely-heard Fantasy 
in G minor, capturing the work’s 
improvisatory character with grace and lucid 
phrasing. In Frascone’s hands, however, 
Scriabin’s powerfully projected B minor 
Fantasy (1900) emerges as strenuous and 
relentless. Its intoxicating delirium, 
memorably recorded by Heinrich Neuhaus 
in 1953, eludes her. The final item is an 
assured Carmen Fantasy (the 1968 “Carnegie 
Hall” version), though not one that rises to 
the dizzying delights of Volodos, Matsuev or 
the Master himself. 

Frascone’s biography states that her 
earlier discs have been “duly noted and 
prized by the specialist press (English 
Gramophone Magazine...)”. Duly noted also 
was the litany of solecisms in the English 
translation of her Liszt/Ravel booklet. The 
Fantasy booklet offers a further selection at 
no extra cost. [ enjoyed reading that 
“Horowitz recorded a first version of his 
Carmen Fantasy from 1926 on Welte-Mignon 
rolls [sic], before burning it for 78 revolutions 
two years later...” 

Jeremy Nicholas 


‘The Viennese School’ 


“Teachers & Followers, Vol 2’ 
Blitzstein Piano Sonata Cage Variations | 
Harrison Sarabande Kirchner Little Suite 
Prawossudowitsch Primitivi, Op 17 Schacht 
Kinderstiicke Schmid Widmungen, Op 9 
Schoenberg Klavierstiicke ~ Op 334; Op 334 
Skalkottas Suite No 3 
Steffen Schleiermacher pf 
Dabringhaus und Grimm ©) MDG613 1434-2 (66' « DDD) 
Music by Schoenberg and his students, 
not all of whom followed his example 
=} Admirable though 
Steffen Schleiermacher’s 
' enterprise is, in 
ferreting out obscure 
compositions by some of 
the many who studied 
# with Schoenberg, this 
selection (recorded in a rather clangorous 
church acoustic) underlines the fact that only 
a few of those students went on to 
compositional distinction and by no means all 
of those wrote “Schoenbergian” music. 

The six short Primitivi by Natalia 
Prawossudowitsch (1899-1988) were 
composed just before she encountered 
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Schoenberg in Berlin and are closer to 
Prokofiev or Bart6k than to anything 
(Austro-)German. The best that can be said is 
that they don’t outstay their welcome. The 
same is true of Widmungen by Erich Schmid 
(1907-2000), who eventually found success as 
conductor rather than composer, and the 
rather un-childlike Kinderstiicke by Peter 
Schacht (1901-45), The Little Suite (1949) by 
Leon Kirchner (1919-2009) is also a very 
desultory affair, embodying a rather wishy- 
washy neo-classicism closer to some 
Hindemith than to any Schoenberg. 

In their very different ways, both Nikos 
Skalkottas and Marc Blitzstein were among 
the more accomplished and characterful of 
Schoenberg’s students, though Skalkottas’s 
Suite No 3 is a rather rough and ready 
example of his work. Blitzstein’s Sonata 
(1927) is perhaps all the better for being more 
Stravinskian than Schoenbergian, while Lou 
Harrison’s equally un-Schoenberg-like 
Sarabande (1937) was written five years before 
he attended classes with the master. When it 
comes to reactions against the great father- 
figure, however, none was more 
thoroughgoing than John Cage: the version 
of Variations I (1958) which Schleiermacher 
offers is a refreshing antidote to the neo- 
classicism prevalent elsewhere. 

The two short Schoenberg pieces placed 
first on this disc provide masterclasses in the 
presentation of purposeful yet poetically 
imaginative substance: qualities that other 
composers might occasionally match but which 
could never be taught, even by Schoenberg. 
Arnold Whittall 
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he following releases 
in Brilliant Classics 
budget box-set 
Piano Library senes 
represent both the best 
and worst of the labels 
seemingly haphazard artists 
and repertoire agenda. 
This especially applies to 
a collection devoted to 
Rachmaninovs complete 
piano works, Good, solid 1985 
performances of the two-piano 
works by Inaryd Thorson and 
Julian Thurber are hampered 
by harsh and blurry sonics, 
in contrast to the airless, tack- 
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piano ambience that renders 
Michael Pontis monochrome 
Vox recording of the Op 10 
Morceaux de salon decidedly 
uneasy on the ear, At least 

the Etudes tableaux are 
agreeably served via Nikolal 
Lugansky’s sense of style and 
rhetorical breadth, although 
the young Garrick Ohisson's 
cutting-edae brilliance in his 
1975 transcriptions recording 
holds stronger appeal. Yet 
while Santiago Rodriguez's 
Preludes, sonatas and variation 
sets are erratically enaineerec, 
this underrated pianist’s sense 
of authority and curnulative 
power force you to listen with 
fresh ears. | onty wish he had 
recorded the Second Sonatas 
earlier, more sprawling version 
together with the leaner 1931 
revision presented here. 

An eight-disc assemblage 
purporting to encompass 
Brahmss ‘complete piano 
works’ is not quite that. For 
example, an earlier Brilliant 





Brahms piano music box 
contained the solo version of 
the Op 39 Waltzes, exduded 
here, while the teenage 
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Key repertoire 


Jed Distler sifts through some generous box-sets aimed at pianophiles 


Helene Grimaud's lean and 
powerful accounts of the 
Second and Third Sonatas 
have been replaced by Alan 
Weiss's better-engineered yet 
less individually compelling 
traversals. Kamerhan Turan 
turns ina lithe and glittering 
performance of the First 
Sonata that transforms this 
music into something far 
more graceful and supple 
than its unwieldy textures 
usually suggest. Two discs are 
given over to miscellaneous 
transcriptions, studies and 
short pieces, all playec by 
Louis Demetrius Alvanis. 
Although his Hungarian 
Dances could use more 
auGacity and panache, 
check out his supple and 
exquisitely shaded treatment 
of the study based on 
Schubert's E flat Impromptu, 
where the left hand takes 
over the rapid, continuous 
nght-hand triplets. But what 
you really want this set for ts 
Hakon Austbe’s lyrical beauty 
ana finely honed contrapuntal 
awareness in the Op 10 
Balladeés and late piano pieces. 
Wolfram SchmittLeonaray’s 
superb technical and musical 
command holds unflagcina 
interest throughout the 
Variation sets, which easily 
hold their own among the top 
versions available, 
Schmitt-Leonarey’s 
colourful seamlessly 
integrated account of the 
Variations sérieuses and 
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ravishingly chiseled Op 16 
Caprices stand out among his 
contributions to a four-disc 
Mendelssohn ox. Pieter Jelle 
de Boer is solid but studio 
bound in the E major Op 6 
Sonata and E minor Op 35 
Prelude and Fuque, but if 

you dont mind a generally 
sof-qrained approach and 
midcle-ofthe-+oad attitude 
towards tempo extremes, 
Frank van der Laar’s 
complete survey of the Songs 
Without Words will satisfy. 


EDITOR'S 
CHOICE 
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Classics to present Alfred fo S gece 
Brendel's complete Vox sclo 
Beethoven cycle uncer 
one roof so to speak, rather 
than just the sonically anc 


yartrt - . 


intenpretatively inconsistent 
sonata recordings? For 
example, Op 22's drab, boxy 
acoustic radically differs from 
Op 90's gorgeously detailed 
and colourful reproduction, 
while Brencel veers from 
fussy and inert (Op 28) to 
staggerinaly alive (Op 31 Ne 3, 
Op 101 and the Appassionata, 
Op 57). True, Brendel acolytes 
will find plenty of grist for the 
mill when comparing this 
set to the pianist’s two later 
Philips cycles but if you want 
all 32 Beethoven sonatas on 
Brilliant Classics, stick with the 
stereo Friecrich Gulda cycle. 
No quaims, however, about 
Inna Poroshina’s survey of 
Dvofaks complete piano 
music, last available on 
the small but enterprising 


Stefan Veselka on Naxos is 
like comparing apples and 
oranges. In general, Veselka 
favours steacier, slower tempi, 
while Poroshina plays faster, 
freer and more impulsively, 
all of which befits the music's 
intimate scale. The fresh, 
vibrant engineering doesnt 
hurt a bit - and neither does 
the price tag! @ 


extreme registers. Listen 

to the deliciously varied 
Silhouettes (Op 8) or to the 
13 pieces encompassine the 
nearly hour-long Poetic Tone 
Pictures (Op 85) and you'll 
woncer why performers 
have no clue that this music 
exists. To evaluate Porashina 
alongside her super-bucget 
price complete Dvorak rival 


——— 


American label Essay. Why 
this repertoire gets short 
shrift is beyond me. Granted, 
Dvofak doesnt exploit the 
piano’s resources on the 
virtuase level of Chopin, 

Liszt and Brahms, Yet he 
thoroughly understood the 
instrument (he was a pianist 
and organist first before 
becoming a string player) and 
was rarely at a loss for first 
rate musical ideas. Moreover, 
Dvofak always reveals a 
knack for unusual textures 
and timbral combinations, 
SUCH as assigning the melody 
and accompaniment of the 

C major Mazurka, Op 56 

No 2, to the keyboard's 
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Voca 


Diana Damrau sings Strauss « Kate Royal's lesson in love « Icelandic hymnody 


JS Bach 

St John Passion, BWV245 — Es ist vollbracht!". 
St Matthew Passion, BWV244 — Komm, siisse 
Kreuz’. Sonatas for Viola da gamba and 
Harpsichord, BWV1027-29 

‘Michael Chance counterten 

‘Harry van der Kamp bass Paolo Pandolfo vada 
Francois Joubert-Caillet vion Markus Hiinninger 
org Markus Hiinninger bpd 

Glossa (©) GCD920411 (60' - DDD + T/t) 

Wonderful playing in three gamba 
sonatas - and wonderful singing, too 
Splendidly played and 
sung, and beautifully 
recorded — the balance 
between harpsichord 
and gamba in the 
sonatas could hardly 

be bettered — these 
accounts merit enthusiastic recommendation. 
It’s a wonderful idea to include the arias 
with viola da gamba obbligato from the 

St John and St Matthew Passions. Before 
listening, I was sceptical about having “E's ist 
vollbracht” performed without the string 
band (which should enter for the contrasting 
middle section) but in fact this track is 
especially fine, with organ, violone and viol 





sounding powerful and spirited at the sudden 
Allegro. In the outer sections Chance and 
Pandolfo match one another in touching, 
sorrowful expression. “Komm, stisse Kreuz” is 
very affectingly performed, too, and in the 
sonatas Hiinninger and Pandolfo have the 
knack of bringing each phrase to life through 
constantly varied accentuation, articulation 
and intensity. In the finales of all three 
sonatas this is complemented by 
unconstrained rhythmic buoyancy. 

However, I do find in two or three 
movements that this generally admirable 
sense of freedom goes too far. Eighteenth- 
century writers such as Quantz recommend 
slight lengthening of important notes but it’s 
a far cry from this to slamming on the brakes 
whenever the music turns a corner, as 
happens in the first d/egro of BWV1027, or 
to the painfully slow, limping walk of the 
same sonata’s Andante (even though this is to 
make room for some amazing improvised 
ornamentation). You may not, however, react 
to this as badly as I do, and in any case, such 
faults are countered by playing of rare 
imaginative grasp. Duncan Druce 
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Berg - KA Hartmann 

‘In the Depths of Night’ 

Berg Sieben frithe Lieder. Die Naherin. Erster 
Verlust, Uber den Bergen. Winter. Regen. 
Traurigkeit. Hoffnung. Die Flotenspielerin. 
Mignon, Schliesse mir die Augen beide — two 
versions: 1900; 1925 KA Hartmann Lamento 
Juliane Banse sop 

Aleksandar MadZar pf 

ECM ‘F) 476 3848 (49’ - DDD) 

A sorrowful response to German history 
and the early songs of a 12-note pioneer 
_ Calling this dise “Tief 
in der Nacht” establishes 
"2 a resonant metaphorical 
link between the 
not-so-little night music 
of Alban Berg’s early 
songs and Karl Amadeus 
Hartmann’s Lsiaasso, This three-movement 
cantata depicts the pervading darkness of 
17th-century poet Andreas Gryphius’s 
experience of the Thirty Years War, and 

had a complex evolution. The 1937 original, 
involving chorus, was dedicated to Berg’s 
memory (he had died two years before): but 
in 1955 the three solo soprano movements 
acquired a new expressive power as part of 
Hartmann’s sorrowing response to recent 
German history and his own stifled yet 
intensely felt part in that history. 

Paul Griffiths’s booklet-notes indicate 
the relevance of “neo-Baroque” stylistic 
traits to settings of a poet almost 
contemporary with Bach. The effect can 
sound in places like a confrontation between 
Bergian expressionism and Hindemithian 
neo-classicism. Hartmann nevertheless 
makes something strongly shaped and 
distinctively characterised out of this 
conjunction, and strength of character also 
distinguishes this performance by Juliane 
Banse and Aleksandar MadzZar. 

Banse and MadzZar also find a powerfully 
dramatic rhetoric in the fervent, sometimes 
rather congested textures of Berg’s early 
songs, and their juxtaposition of his two 
settings of Storm’s “Schliesse mir die Augen 
beide” — moving from late Romanticism in 
1907 to a textbook 12-note exercise in 1925 - 
will be very useful for students of 
20th-century developments. Yet the particular 
talents of these artists might have been 
even better suited to a more adventurous 





selection of German songs from the 1930s 
and 1950s. Given the short playing time, a 
missed opportunity? Arnold Whittall 


Buxtehude - Weckmann 


Buxtehude Membra Jesu nostri, BuxWV75". 
Laudaute pueri, Dominum, BuxW V69" 
Weckmann Kommet her zu mir alle“ 

“Emma Kirkby, ‘’Elin Manahan Thomas sops 
‘Michael Chance counterten “Charles Daniels ten 
“Peter Harvey buss Purcell Quartet (Catherine 
Mackintosh, Catherine Weiss vs Richard Boothby 
bun Robert Woolley org) with Fretwork (Susanna 
Pell, Robert Boothby, William Hunt, Reiko Ichise, 
Asako Morikawa, Richard Campbell viols) 

Chandos Chaconne ‘F) CHANO775 (79' = DDD = T/t) 


Buxtehude 
‘Scandinavian Cantatas’ 
Praeludium, BuxW'V142. Pangue lingua 
gloriosi, BuxWV91. Herren var Gud, BuxWV40. 
Ecce nunc benedicite Domino, BuxWV23. 
Att du Jesu vill mig hora, BuxW V8. Accedite 
gentes, BuxWV1. Pasacaglia, BuxWV161. Missa 
alla brevis, BuxWV114. Domine salvum fac 
regem, BuxWV18 
Theatre of Voices (Else Torp, Bente Vist sops 
William Purefoy counterten Adam Riis, Johan 
Linderoth tens Jakob Bloch Jespersen hasy); 
The TOV Band (Peter Spissky, Jesenka Balic Zunic 
vas Rastko Roknic, Joel Sundin vas Fredrik Bock theo 
Lars Baunkilde vivo) / Paul Hillier 
with Bine Bryndorf org 
Da Capo ‘F) .%. 6 220534 (59’ « DDD/DSD « T/t) 
Music both well known and more 
obscure by Bach’s great predecessor 

sa Duxtehude’s 
mesmerising Passion 
cantata cycle Membra 
Jest nostri (1680) has 
M been recorded 
frequently by forces 
either intimate (one 
voice per part) or a bit 
larger. This new version 


by the Purcell Quartet 










pe ; = and friends adopts the 
: ofa, as ae | former approach. 
Sy * Throughout 


proceedings, five 
experienced early music singers give an 
attractive performance that feels nonchalant 
and sweeter than some richer melancholic 
interpretations (such as the spellbinding 
Netherlands Bach Society — Channel Classics, 
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6/06); they demonstrate an intuitive 
madrigalian interplay in Buxtehude’s choruses 
that open (and also conclude) each of the 
cantatas, although the airiness of the overall 
blend from voices and instrumentalists 
conveys more light than shadow and can 
occasionally seem top-heavy. In numerous 
short solo passages Emma Kirkby’s singing 
has its customary authority with text and 
style, even if it struggles to float as effortlessly 
as it used to; Elin Manahan Thomas is an 
ideal sparring partner. Michael Chance’s 
singing is typically profound, even if his 
timbre sounds worn at crucial times. Father 
Time has little mercy for the most wonderful 
heroes of the British early music movement 
but it is still glorious to hear Kirkby and 
Chance (combined with Thomas) in the 
opening bars of the chorus “Quid sunt plagae 
istae” (Ad manus). Charles Daniels’s soft high 
tenor has a hushed devotional character and 
the disc concludes with Peter Harvey’s 
compassionate singing of Matthias 
Weckmann’s Kommet her zu mir alle (a setting 
of Matthew 11:28-30 accompanied sensitively 
by two violins, three bass viols and continuo). 
The Purcell Quartet play with reliable 
stylishness, Fretwork provide an expressive 
contribution to Buxtehude’s extraordinary 
sixth cantata, Ad cor, pronunciation of Latin 
texts is meticulously Germanic throughout, 
high pitch is used sensibly (A=4+70Hz), and 
Peter Holman provides scholarly notes. 

Less familiar fare is explored by Paul 
Hillier and the Theatre of Voices. Their 
programme of “Scandinavian Cantatas” 
presents both of Buxtehude’s little-known 
short works with texts in Swedish and also 
five works in Latin, including the composer’s 
only Missa brevis written in the stile antico. 
Organist Bine Bryndorf has already recorded 
a survey of Buxtehude’s organ music on 
historic instruments for Dacapo but here she 
provides two magnificent solo performances 
played on the organ of St Mary’s in Elsinore 
(where Buxtehude worked from 1660 until 
1668, when he got his job for life at St Mary’s 
in Liibeck). The Theatre of Voices convey 
a compelling atmosphere of drama, 
commitment and plangent sonorities in 
Buxtehude’s setting of Pangue lingua gloriosi 
(a medieval hymn attributed to Thomas 
Aquinas), and the introductory sonata to the 
psalm Ecce nunc benedicite Domino is played 
with refined joyfulness. Even though 
Buxtehude probably did not compose Accedite 
gentes, its text of paraphrased psalms is 
communicated with vigour and authority. 
The Swedish concertato chorale Herren var 
Gud is performed eloquently and the 
lamentful aria Att du Jesu vill mig hora is sung 
sincerely by soprano Else ‘Torp. Dacapo’s 
stunning sound engineering, Kerala Snyder’s 
expert essay and the superb musicianship of 
the six voices (personnel almost identical to 
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A new recording finds depth beyond the nickname 


eA drunkards 


SOBRIETY 


contrast neatly with the somewhat bland 


Clemens non Papa 
Missa pro defunctis. De profundis. Erravi 
sicut ovis. Heu mihi, Domine. Peccantem me 
quotidie. Tristia et anxietas. Vae tibi Babylon 
et Syria. Vox in Rama 
Brabant Ensemble / Stephen Rice 
Hyperion (©) CDA67848 (73’ « DDD « T/t) 
We For years it was 
suspected that 
some sort of joke lay 
behind the sobriquet 
“non Papa” that so 
often attaches to 
Clemens’s name in 
contemporary sources. And so it’s proved, 
with a recently recovered document 
describing him as a confirmed drunkard 
and an all-round bad lot. At least one 
prospective employer (the heir to the Holy 
Roman Empire, no less) was thus put off 
from offering him employment, yet fellow 
composers wrote moving elegies at his 
passing. It’s been nearly 25 years since the 
‘Tallis Scholars first devoted an entire 
recording to him, and the pieces here 


music of the earlier offering. His setting of 
the Mass for the Dead understandably gets 
top billing, for despite its modest scale and 
simplicity, it is an affecting piece, as its 
opening movements signally testify. The 
Brabant Ensemble sing this with admirable 
clarity, assisted by a very transparent 
acoustic and recorded sound image. 

The accompanying motets are all 
penitential in character. As extended 
pieces, they show off a different side to 
Clemens, compositionally. A recurring 
feature is his fondness for extended 
sequences by way of conclusion and other 
forms of repetition. This, and the 
uniformity of tone due to the penitential 
subject matter, means that the disc is 
perhaps better sampled than sat through. 
But it’s typical even of the better-known 
pieces that their fame has been based more 
on reputation than performance; and 
although one might have wished for more 
variety of content and delivery, Clemens 
and this recording are both worth hearing. 
Fabrice Fitch 
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Hillier’s Schiitz cycle with Ars Nova 
Copenhagen) and seven instrumentalists (led 
immaculately by violinist Peter Spissky) make 
this easy to recommend enthusiastically. 
David Vickers 


Caresana - Ziani 


Caresana La Veglia. Demonio, Angelo e tre 
pastori. Sembri stella felice, Partenope leggiadra. 
L’Adoratione de’ Maggi Ziani Sonatas, Op 7 — 
No 15; No 17 
Maria Grazia Schiavo, Valentina Varriale sops 
Filippo Mineccia counterten Giuseppe De 
Vittorio, Rosario Totaro tens Giuseppe Naviglio 
bass 1 Turchini / Antonio Florio 
Glossa (F) GCD 922601 (69" « DDD) 
Obscure but engaging cantatas 
by a Venetian composer in Naples 
Venetian tenor 
Cristoforo Caresana 
(c1640-1709) performed 
in several operas by 
Cavalli but in 1658 he 
moved to Naples to 
= become a singer, 

organist and composer at the vice-regal 
chapel and the local Oratorio dei Girolamini 
(to whom he bequeathed his music library). 
Dinko Fabris’s essay asserts that Caresana was 
one of the finest and most important 
composers of sacred music in late-17th- 
century Naples in the years before the Sicilian 
maestro Alessandro Scarlatti arrived in 1683: 
he was a close colleague of Provenzale, 
frequent provider of music to the Tesoro di 
San Gennaro (a prestigious chapel in the 
city’s cathedral), and a respected teacher at 
the Conservatorio di Sant’Onofri. 

Neapolitan specialists I Turchini and 
Antonio Florio have contributed substantially 
to reviving Caresana’s reputation. On this 
occasion they present four of the composer’s 
sacred works interleaved by melancholic 
sonatas by his teacher Ziani. Semzbri stella 
felice, Partenope leggiadra (written for one of 
the several feast-days of San Gennaro in 
1703) is sung with impressive brilliance and 
feeling by Maria Grazia Schiavo. La Veglia 
(1674) features robust accompaniments from 
a percussionist; perhaps Florio wished to 
reinforce Caresana’s use of dance-forms and 
lend it a Florentine festive atmosphere, but 
the most vigorous clattering does not serve 
the music ideally. However, the musicianship 
of I Turchini’s string players and singers is 
beguiling; a beautiful sleep aria (“Dormi o 
ninno”) is sung eloquently by Giuseppe 
Naviglio. The short oratorio Demonio, Angelo 
é tre pastori (1676) is a dramatically engaging 
argument between five shepherds outside 
Bethlehem, two of whom happen to be the 
resentful Lucifer and a serene Angel in 
disguise. L’Adoratione de’ Maggi (also 1676) 
colourfully depicts a similar dramatic scene 
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between two happy soprano angels, a 
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complaining bass Devil and three middle- 
voiced Magi worshipping the infant Christ. 
This is another fascinating contribution to 
Florio and I ‘Turchini’s admirable 
discography of obscure Neapolitan gems. 
David Vickers 


Cifra - Donati 
Anonymous Dum esset rex. Beata mater. Nigra 
sum. lam hiems transit. Vestimentum tuum. 
(uae est ista. Beata es Maria Cifra Loreto Vespers 
Donati Domine, ad adiuvandum a 12 
Ensemble Officium; Instrumenta Musica / 
Wilfried Rombach 
Christophorus (©) CHR77321 (67’ » DDD = T/t) 
Strikingly good music from a refined 
and talented minor master 
*| I confess that ’'d never 
—_— _heard of Antonio Cifra 
gs (1584-1629), for 
A SY BK 20 years from 1609 until 

aS | See” his death the master of 

: j be ; Hh f _ the chapel of Loreto 

Pn Basilica, or his music. 
To say that it is strikingly good just perhaps 
qualifies as understatement. It may not quite 
catch fire in the way that the music of other 
relatively obscure, recently rescued figures of 
Monteverdi's time has done (think of Johann 
Rosenmiiller), but here none the less is a 
composer who handles both prima and seconda 
prattica with consummate ease and a degree of 
refinement, as the Magnificat that concludes 
these Loreto Vespers amply demonstrates. The 
same is true of the psalm settings, several of 
them in concertato style, and the lovely motet 
Quae est ista, which is freely composed, 

Ensemble Officium have, to my knowledge, 
only rarely ventured this late but they do so 
with very pleasing results. It’s very rare that 
Cifra’s demands get the better of the singers 
when they are called on as soloists in concertato 
movements and the instrumental ensemble 
plays with a zest and confidence that matches 
the music’s consistently sunny disposition. The 
recording is full and atmospheric, too; anyone 
interested in this period should investigate this 
without hesitation, Fabrice Fitch 
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B Lang 

Die Sterne des Hungers’. 

Monadologie VII...for Arnold 

“Sabine Lutzenberger mez 

Klangforum Wien / 

Sylvain Cambreling 

Kairos (F) 0013092KAI (73' « DDD « T/t) 
Mechanics, memories and Machaut 
suffuse this ultra-modern music 
That supremely 
dystopian Austrian 
novelist Thomas 
Bernhard once 
described Christine 
Lavant’s writing as 
“testimony to a destroyed 


world”. In building Die Sterne des Hungers 
(“The Stars of Hunger”) around poems by 
Lavant, the Austrian composer Bernhard Lang 
(b1957) offers his own testimony but in the 
form of a resistance to destructiveness in which 
mechanical strategies (the very acme of the 
modern) confront the inescapable force of 
memory, that most personal, psychological 
index of human identity. 

Die Sterne des Hungers (2007) might begin 
with starved, chilled sounds and with 
memories of another text, Machaut’s Ma fin 
est mon commencement. But even before the 
commencement of its dramatically sustained 
vocal line it turns wild and loud, perhaps in 
homage to Lang’s jazz-playing past, and as if 
attempting to shake off the suggestion of 
memory as reverence. Sabine Lutzenberger 
has the ideal mixture of roughness and 
smoothness to convey Lang’s dislocated 
treatment of Lavant’s words, and this, 
together with instrumental textures that move 
between starkness and delicacy with a very 
un-random sense of control, makes Die Sterne 
des Hungers a mightily potent example of late 
modernism, 2|st-century style. 

Monadologie VII. ..for Arnold (2009) is no less 
troubled by memory — specifically, by Arnold 
Schoenberg’s long-unfinished Chamber 
Symphony No 2. The oppressive atmosphere 
here is so powerful that even if you don’t 
recognise the specific allusions to Schoenberg's 
music, a sense of the late-Romantic style as a 
burden that can never be completely got rid of 
should be unmistakable. Lang’s mechanistic 
rejection of refinement battles with the 
suffused distillations projected from his 
hyperactive relation to the potent musical past. 
Vividly recorded in performances of the 
greatest concentration and technical skill, this 
disc is a fine vindication of Kairos’s 
enlightened attitude to A&R. Arnold Whittall 


Mendelssohn 
Symphony No 2, ‘Lobgesang’, Op 52 
Ruth Ziesak, Mojca Erdmann sops Christian 
Elsner tern MDR Radio Choir; MDR Symphony 
Orchestra / Jun Markl 
Naxos (©) 8 572294 (69’ + DDD = T/t) 
Selected comparisons: 
Bergen PO, Litton (9/09) (BIS) BIS-SACD1I704 
Heidelberg SO, Fey (6/10) (HANS) CD98 $77 
Mendelssohn’s much-maligned choral 
symphony in a persuasive reading 

| iF) No work of Mendelssohn 
has soared so high and 
sunk so low as this 
symphony-cantata 
composed for the Leipzig 
celebrations to mark the 
400th anniversary of 
Gutenberg’s invention of the printing press 
with movable type. What the early Victorians 
heard as noble and uplifting gradually came to 


seem by turns grandiloquent and complacent. 
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Reflecting the general rise in Mendelssohn’s 
stock in recent years, the Hywen of Praise can 
now be enjoyed, in a lively and sympathetic 
performance, for its stirring choruses that 
unashamedly proclaim their debt to Handel, 
its distinctive vein of lyricism that mingles 
innocence and poignancy, and for the thrilling 
drama of the dialogue with the Watchman. 

A prime challenge in this work is finding a 
balance between ceremonial dignity and that 
urgent forward momentum crucial to the 
composer, Jun Markl’s very smart tempo for 
the opening brass motto, con moto with a 
vengeance, suggests that this is going to be a 
performance in the mould of those by 
Andrew Litton and Thomas Fey. The nimble, 
eager Allegro, shorn of any hint of pomposity, 
bears this out, though Markl is more 
romantically flexible than his rivals in the 
lyrical second theme. I was, though, less 
convinced by the other two instrumental 
movements: the delightful A//egretto, 
somewhere between a Venetian gondola song 
and a Tchaikovsky waltz, has a wistful charm 
but at Markl’s ultra-relaxed tempo misses 
Mendelssohn’s prescribed 17 poco agitato, 
while the Adagio religioso is treated with a 
dangerous, Brucknerian expansiveness that 
only just avoids sentimentality. Phrasing in 
longer spans at tempi close to the composer’s 
swiftish metronome marking, both Litton and 
Fey preserve an essential Mendelssohnian 
innocence here. 

Markl is also slower than Litton and Fey in 
several of the vocal numbers, though, with 
sensitive shading, the idyllic chorus “All thee 
that cried unto the Lord in distress” arguably 
gains from the more reflective tempo. 
Elsewhere he shrewdly judges the balance 
between dignity and urgency, while the choral 
singing (with a notably incisive tenor line) is 
aptly full-blooded without compromising 
clarity in Mendelssohn’s fugal textures. Of the 
soloists, Christian Elsner, his tone poised 
between the lyric and heroic, sings in fine, 
forthright style, if without quite the 
imaginative subtlety of Christoph Prégardien 
for Litton. Ruth Ziesak’s voice has touching 
plangency, though her slight shrillness #m alt 
makes her response to the tenor’s fearful “Will 
the night soon pass?” less ecstatically radiant 
than it can be (Fey’s Eleonore Marguerre is 
ideal here). Ziesak and Mojea Erdmann 
combine attractively in the famous, and oft- 
maligned, duet “I waited for the Lord”, which 
emerges with freshness and charm despite the 
leisurely tempo. While this would not be my 
first choice (Litton would get my vote, just, 
over Fey and the older recordings by Abbado 
on DG and Chailly on Philips), this new 
Leipzig performance, finely played and sung, 
and spaciously recorded, could win over many 
doubters to Mendelssohn’s splendid 
symphony-cum-cantata. At the Naxos price 
it’s a true bargain. Richard Wigmore 
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A fine singer in Schubert's poignant final songs 


Wan 


UPPING 


Schubert 


Schwanengesang, D957 

Thomas Oliemans bar Malcolm Martineau pf 
Et’cetera © KTC1420 (69' - DDD = T/t) 
Appreciating that 
readers look to 
reviews for answers 
rather than 
supplementary 
questions, one is 
reluctant to open on a 
note of crucial uncertainty. It has long been 
so, but I am finding it ever harder to know 
what to believe about recorded voices. 

I have as yet to hear this well-known Dutch 
baritone (age, he tells us, 32) “in the flesh”. 
And the voice certainly has fine qualities — 
firm, ample, responsive to all the demands 
for control, technical and expressive, placed 
upon it. But, as I am hearing it now, it 
acquires a layer of hardness, impurity, often 
at anything more than a mezzo-forte. This is 
the more noticeable because it is unusual in 
a baritone. My belief is that, were I now to 
go and hear him “in the flesh”, I would 


indeed find something corresponding to 
this but in nothing like so troublesome a 
degree. As I say, this is nothing new, but it 
seems to have reached the stage where 
recording and reproduction take a pride — 
almost the trademark of their “state of the 
art”-ness —in picking up what are really 
comparatively minor flaws in the singing 
and revealing them in a way that is out of 
proportion to their effect “in the flesh”. Of 
course (and this is another worrisome 
consideration) the ear grows accustomed: 

I mention it now, apropos this dise rather 
than another, probably because I listened to 
the recital in separate groups, each time 
returning with the ear relatively 
unprepared. 

Oliemans is, however, an exceptionally 
fine singer. Some of the performances — “In 
der Ferne”, “Im Friihling” and “Am Meer” 
for example — rank with the best. Malcolm 
Martineau’s contribution is beyond 
estimate, so strong and yet sensitive, always 
a special creation of his own while never 
losing its true Schubertian identity. 

John Steane 
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Monteverdi - Marazzoli 
Marazzoli La fiera di Farfa Monteverdi 

Hor che’l ciel e la terra. Lamento della Ninfa. 

Il combattimento di Tancredi e Clorinda 

Le Potme Harmonique / Vincent Dumestre 
Alpha ©) ALPHA172 (72' + DDD = T/t) 

An intermedio whose comedy and 
parody spills over into Monteverdi 

‘The music of 

| Monteverdi and 
Marazzoli is rarely heard 
in close proximity but 
the pieces chosen on this 
imaginative coupling are 
musically connected in a 
surprising way. La frera di Farfa, composed as 
an imtermedio for the 1639 revival of Virgilio 
Mazzochi’s opera Chi soffre speri, includes a 
realistic market scene complete with street 
cries, folksongs and dances. From eyewitnesses 
we learn that oxen, mules and horses were all 





present on the stage (in the search for hyper- 
realism and comedy presumably), and taking 
their cue from this, Vincent Dumestre’s 
ensemble have produced a vivacious and highly 
characterised account. Indeed, with such an 
astonishing variety of animal noises, not to 
mention characters from the commedia dellarte 
to cope with, it is difficult to imagine how they 
ever managed to get to the end of the 
recording session. 

Then, as La fiera draws to a close, two of the 
comic characters parody Monteverdi's 
Il combattimento di Tancredi e Clorinda, which 
had been published just one year earlier in the 
Eighth Book of Madrigals. ‘This naturally leads 
to [/ combattimento itself, given here in a highly 
rhetorical reading which involves a great deal 
of improvised ornamentation, notably to the 
arioso section beginning with the words 
“Notte, che nel profondo oscuro seno”. The 
pros and cons of doing this are well enough 
known, and for all the evident virtuosity of Jan 
van Elsacker’s rendering, the result will not 
please everyone. Risk-taking also occurs in Hor 
che'l ciel ¢ la terra, whose magical opening is 
taken at a pace that, as it dictates the speed of 
what follows, perhaps compromises the sense 
of overall architecture. lain Fenton 


L Paminger - S Paminger 

L Paminger Domine, ne in furore tuo (Psalm 38). 
Descendi in hortum meum. Virgo prudentissima. 
Sicut lillium inter spinas. Disce crucem, In exitu 
Israel de Aegypto (Psalms 114 & 115), Pater 
noster. Ad te, Domine, levavi (Psalm 25). 

Dixit Dominus (Psalm 110). O Trinitas 

S Paminger O Mensch, bewein dein Siinde gross 
Stimmwerck (Franz Vitzthum counterten Klaus 
Wenk, Gerhard Holzle tevs Marcus Schmidl bass) 
with David Erler counterten 

Christophorus (©) CHR77331 (72' « DDD « T/t) 

A minor 16th-century master gets his 

15 minutes of fame - deservedly so 
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Well, it’s more like 

_ 70 minutes, but in 

| general terms Andy 
Warhol’s dictum holds 


true here: no disrespect 






intended to Leonhard 
_... Paminger (1495-1567), 
who was, as the informative booklet-notes tell 
us, one of the most prolific composers of the 
L6th century, and whose works were published 
after his death in 1567 by his sons, rather as 
Lassus’s sons were to do a generation later, In 
the event, only four volumes out of a projected 
10 were issued; none the less, they testify to a 
composer of real worth, a reminder of the 
generally high standard of compositional 
technique in the mid-16th century. 

If all this gives the impression of a 
composer of only specialist interest, 
Stimmwerck’s performances elevate this 
project to a perceptibly higher level: runing, 
ensemble co-ordination and tone are of a very 
high order, and Franz Vitzthum, the 
ensemble’s countertenor, is to be commended 
for hitting high notes consistently sweetly and 
with not a hint of strain. If anything is 
missing, it is a greater variety in expression 
and delivery, though in fairness the same 
might be said of Paminger himself, for all his 
unimpeachable craftsmanship. Among the 
more extended pieces, however, Disce crucem is 
sure-footed in pacing and varied in its 
materials; among the shorter, the setting of 
the Lord’s Prayer and the wonderfully gentle 
Song of Songs motet Descendi in hortum meum, 
with its surprising ending, are beautifully 
judged and persuasively delivered. Fabrice Fitch 


A Scarlatti 


Benedicta et venerabilis es*. Mortales non 
auditis’. Nisi Dominus*®. Salve regina“. Toccata‘. 
‘Toccata VIII‘. Varie partite obbligate al basso* 
“(Gemma Bertagnolli, 1b Adriana Fernandez sops 
“Sara Mingardo contr Martin Oro counterten 
“Furio Zanasi bur “Antonio Abete bass 
‘Concerto de’ Cavalieri / Marcello Di Lisa 
with “Andrea Coen org 
CPO ©) CPO777 476-2 (68' « DDD) 
Small forces prove effective in 
sacred works by Scarlatti pére 

| =e Concerto de’ Cavalieri 
present four of 
Alessandro Scarlatti’s 
sacred works written in 
the modern stile 
concertante. Marcello 
Di Lisa’s use of only six 
singers, including elaborate solo contributions 
by both sopranos, and an assertive yet modestly 
scaled orchestra is sensible historically and 
stylish artistically. Benedicta et venerabilis es was 
written in July 1720 for the Carmelite feast of 
the Blessed Virgin at S Maria in Monte Santo, 
Rome — the same church and celebration for 
which Handel had written music about 








13 years earlier. The scale and tone feel just 
right, with lyrical violin passages (solo and 
ripieno), alert consort singing and impressive 
solo contributions from a team that includes 
several eminent Italian specialists. 

The core of the disc contrasts two motets 
for soprano, alto, strings and continuo, A 
setting of Salve regina has shades of the later 
style of Pergolesi in devout duet passages (eg 
“Ad te suspiramus”), but its uncertain 
attribution to Scarlatti does nothing to hinder 
empathetic singing by Sara Mingardo and 
Gemma Bertagnolli; the latter’s dramatic 
“Ad te clamamus” is some of the finest 
singing I’ve heard from her. The other 
Marian motet, Mortales non auiitis, is assigned 
to Adriana Fernandez and Martin Oro; their 
animated singing is only a shade less 
impressive than their colleagues’ but the 
casting decision shrewdly shares the spoils 
evenly among the performers. 

Proceedings conclude with one of Scarlatti’s 
three extant settings of Nisi Dominus: 
Bertagnolli and Mingardo sing concertante parts 
spiritedly, with the other four singers forming 
a sensitive ripieno chorus; the effect is splendid 
in fast music but especially beguiling in the 
slow contrapuntal chorus “Qui manducatis”. 
Interludes between the four featured vocal 
works are played charismatically by Andrea 
Coen on the 17th-century organ in the Basilica 
di S Giovanni Battista dei Fiorentini, Rome. 
Highly recommended. David Vickers 


Schubert 

Winterreise, D911 

Peter Harvey bay Gary Cooper fp 
Linn © .*%. CKD371 (74' » DDD/DSD « T/t) 


schubert 
Winterreise, D911 
Christian Hilz har Eckart Sellheim fp 
Brilliant Classics (©) 94053 (64' « DDD « T/t) 
Fortepiano-accompanied performances 
with a world of difference between them 
_ Peter Harvey is a 
baritone whose name 
has become familiar over 
the last few years, mostly 
in association with Bach 
and with his concert 
work abroad, principally 
in France. Introducing 
_ himself now as a Lieder 
singer on record with 
Winterreise might be 
seen as presumptuous 
burt, if so, no such 
| thought occurred to me 
during the course of a performance which 
arouses sympathy from the start and never 
forfeits that rare and special kind of interest 
which is brought into play only with a sense 
of complete and urgent identification between 
the composition and its performers. The 


teees Weteterf oo 
Porter Sarury 
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R Strauss 

Sechs Lieder, Op 68. Acht Lieder aus letzte 
Blatter, Op 10 —- No 1, Zueignung; No 8, 
Allerseelen. Vier Lieder, Op 27 — No 2, 
Cacilie; No 4, Morgen!. Fiinf Lieder, Op 48 - 
No 1, Freundliche Vision; No 4, Winterweihe. 
Heimkehr, Op 15 No 5S. Standchen, Op 17 
No 2. Traum durch die Diammerung, Op 29 
No 1, Das Rosenband, Op 36 No 1, Meinem 
Kinde, Op 37 No 3. Wiegenlied, Op 41 No 1. 
Muttertindelei, Op 43 No 2. Des Dichters 
Abendgang, Op 47 No 2. Waldseligkeit, Op 49 
No 1. Das Bachlein, Op 88 No 1 

Diana Damrau sop Munich Philharmonic 
Orchestra / Christian Thielemann 

Virgin © 628664-5 (71' « DDD « T/t) 

The tone is set, very agreeably, by the 

Op 68 songs in their initial mode of 
Zerbinetta-Ariel radiance and freedom. 
They are not performed as a group but with 
one chosen to open the programme, two to 
lighten its passage en route and two others in 
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: ‘ a weightier manner 
ov = to bring about its 
-#-« | conclusion. Such a 

framework suggests a 

unity of purpose but a 
«. | flexibility of mood and 
style also. And it 
extends the singer’s role: she is not merely a 
fair-weather soprano. Darker shades, more 
serious tones lie within her expressive scope 
than one might at first suppose. 

Much is accomplished. In matters of 

expressiveness and coloration we have 
only to wait for the second song, 
“Waldseligkeit”, to hear how a sensuous 
mystery falls like a veil at the words 
“Und unter ihren Zweigen”, and then, a 
little later, to find the tone refreshed as 
though in the clear waters of the silver- 
bright brook in “Das Bachlein”, which 
follows. Familiar songs such as “Stindchen’ 
gain new life with a smiling intimacy of 
approach in the first verse and an enriched 
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Taking the 


Diana Damrau is sensuous and 
expressive in Strauss 








suggestiveness as dusk falls in the third. 
Then, with the longest and most turbulent 
of the songs, “Lied der Frauen”, the 
dramatic range is intensified, both of the 
songs themselves and of the voice as we 
have hitherto known it. 

Most characteristic is the beautiful 
quality of the head-tones used to such 
lovely effect in “Morgen”, “Freundliche 
Vision” and “Traum durch die 
Dammerung”. In “Wiegenlied” the /egato 
is less consistent, perhaps in response to 
the stippling movement of the violin 
obbligato. More warmth and tenderness 
would be welcome here; more repose in 
“Der Rosenband” also, and in other songs 
the tone is a little more prickly and uneven 
than I personally would wish, Oddly, too, 
I sometimes found myself wishing away 
the luxury of orchestrations — and that 
in spite of the fine work of the Munich 
players and the sensitive direction of 
Christian Thielemann. John Steane 
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“The must-have boutique label” 


Independent on Sunday 


O1 bole) 









achaturian 


Sy Brtacus - Cyr) et 


| 
Symphony orchestra 


‘rE 









“Bringing something new to established repertoire: surely that's the 
ultimate test of any artist. If so, James Ehnes has done it again...” 
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String Quartets Op.33 ‘Russian Quartets’ VCE a) 

Borodin Quartet Maxim Rysanov 

(2CD) Pe eee eh ss 
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Kirill Karabits 


“This is now easily the best disc of Khachaturian’s ballet music in the 
catalogue...the recording is first class in every respect. Not to be missed.” 
Gramophone Editor's Choice 


“Karabits astutely guides the BSO in terms of colour, rhythm and 
shapely phrasing, bringing admirable delicacy to these scores as well 
as the ripeness for which they are renowned” 
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String Quartet D887 
Te 

String Quartet Op3 
Kuss Quartet 


ONYX 4066 





“a fine label with much to offer” 
James Jolly, Gramophone 


Available on CD and download at 
www.onyxclassics.com 


SCHUMANN LOEWE - SCHUMANN 
The Three Piano Trios Ballades and Lieder 
ilya Gingolts aa ACCU al rae) 


eam eRe lea mel 
(2CD) 


other recording, I’m afraid, can be used in a 
combined review such as this only to point up 
the exceptional merits of its competitor. They 
are of a kind that comparison inevitably brings 
to the fore, going to the heart of Lieder 
singing — that is, to the heart itself. Hilz and 
Sellheim set out on their journey as though 
with a proclamation that they have no heart. 
They step out briskly with determination to 
keep moving; by comparison Harvey and 
Cooper are almost laid-back in movement and 
manner. But almost immediately the regularity 
of movement by the first pair begins to suggest 
nothing more than insensibility. While at 
every phrase in those long opening verses we 
know with the other performers that here is a 
man to whom life in all its detail matters. This 
traveller sees the weathervane, hears the call of 
the linden tree, feels his weariness, gazes into 
the fading light of the three suns. 

Moreover (and this is important even in 
this realm of high art), Peter Harvey sings 
with the voice of humanity. His tone admits a 
degree of vibrancy — he has known something 
of life. Christian Hilz’s tone, by contrast is 
dry; his manner has something of the lawyer’s 
factuality. It suits his partner’s inflexible style 
and is in marked contrast to the small but 
persistent imaginative freedoms which Gary 
Cooper allows himself. Cooper’s prize is that 
when he comes to the great test — the 
marvellous, unforgettable sound-image of the 
organ-grinder — he leaves us, uniquely (as it 
seems) in full and rightful possession. 

Among the “insignificant” points of 
resemblance may be included the mundane 
facts that the names involved are not of the 
starry variety, and neither are the record 
labels among the long-established best-sellers. 
Adjustments may be required, John Steane 





schumann 
Der Rose Pilgerfahrt, Op 112 
Christoph Prégardien ten Narrator Anna Lucia 
Richter sop Rose/Rosa Michael Dahmen har 
Gravedigger South German Chamber Choir / 
Gerhard Jenemann with Michael Gees pf 
Carus ©) CARUS83 450 (63' « DDD « T/t) 
Schumann's rustic folk fairy-tale in a 
recording that is true to the composer 

> “A very charming fairy- 
tale idyll” was 
Schumann’s description 
of The Pilgrimage of the 
Rose, composed in 1851 
for domestic 
performance by his 
Diisseldorf “singing circle”. His literary taste 
certainly grew more erratic in later years and 
lawyer-turned-poet Moritz Horn’s coy tale of 
a rose who becomes human to experience the 
joys of love and motherhood is German 
Romanticism at its most sickly sweet. What 
evidently attracted Schumann was the poem’s 
mux of Teutonic rusticity and moral idealism, 
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and the opportunity for picturesque choral 
scenes — gossamer fairies’ choruses 4 la 4 
Midsummer Night’s Dream, a funeral lament, a 
lusty hunt and a boozy wedding party complete 
with rustic bagpipe effects. If folksy naivety 
and cosy Gemiitlichkeit rule, there are many echt 
Schumannesque touches of poetry: say, in the 
love duet between the Rose and Max the 
forester, or the tenor narrator’s tender 
valediction (in flexible arioso-recitative, 
different in style from anything else in the 
work) before the Rose’s final transfiguration. 

While Schumann felt that the original 
version with piano was better suited to the 
“delicate subject matter”, his cantata 
undeniably gains in colour and atmosphere 
from his subsequent orchestration, as heard on 
the recordings by Rafael Friihbeck de Burgos 
(EMI, 12/83") and Gustav Kuhn (Chandos, 
7/95). Still, if you want Schumann’s folk fairy- 
tale presented as an intimate Liederspiel —a 
play-in-song — Gerhard Jenemann and his 
forces catch the work’s spirit with charm and 
skill. As the narrator, Christoph Prégardien 
(whose son Julian makes his mark in the small 
part of Max) finely balances simplicity and a 
Lieder singer’s subtlety of inflection. Anna 
Lucia Richter exudes virginal innocence as the 
Rose, and the other solos are decently taken by 
members of the tightly knit chorus. Michael 
Gees, playing on what sounds like an overtone- 
rich late-19th-century piano, is always alive to 
character and atmosphere. ‘The recording of 
the voices is closer than I find ideal, to the 
detriment of really soft singing. The sole direct 
rival is a slightly more polished, operatically 
sophisticated performance directed by Marcus 
Creed (Harmonia Mundi, 7/99). Enjoyable as 
that is, this new recording is arguably truer to 
Schumann at his most bucolically ingenuous. 
Richard Wigmore 


Tallis - Byrd 3S 


EDITOR’S 
CHOICE 


*Cantiones sacrae, 1575’ 
Byrd Emendemus in melius. Libera me Domine et 
pone. Peccantem me quotidie. Aspice, Domine 
quia facta est. Attollite portas. O lux beata Trinitas. 
Laudate pueri Dominum. Memento homo, 
Siderum rector. Libera me Domine de morte. 
‘Tribue Domine. Te deprecor, Gloria patri qui 
creavit, Miserere mihi Domini. Diliges Dominum. 
Domine secundum actum meum. Da mihi 
auxilium. Tallis Salvator mundi, Nos 1 and 2. 
Absterge Domine. In manus tuas. Mihi autem 
nimis. O nata hx. O sacrum convivium. 
Derelinquat impius. Dum transisset sabbatum, 
Honor virtus et potestas. [llae dum pergunt 
concite. Te lucis ante terminum. Miserere nostri 
Domine. Suscipe quaeso Domine. Si enim 
iniquitates, In ieiunio et fletu. Candidi facti sunt. 
‘Te lucis ante terminum 

Alamire / David Skinner 

Obsidian 4 (2) CD706 (56’ « DDD) 

Thoroughly reliable and musical 
performances of a major motet volume 





Vocal reviews 
This claims to be the 
first complete recording 
in the original order of 
the 1575 Cantiones sacrae, 
the volume of stunning 
historical and musical 

, importance with which 
Tallis and Byrd initiated the printing of 
sophisticated polyphony in Elizabethan 
England. Actually there was one in 1969 on 
L’Oiseau-Lyre, by Michael Howard and 
Cantores in Ecclesia, on LP and of mixed 
quality (partly reissued and all downloadable). 
But it is true to say that Cantiones sacrae has had 
less than its due attention as a collection, 
despite its including some of the loveliest and 
most popular motets from Elizabethan 
England: in modern editions the 17 works by 
Byrd are kept well separate from the 17 by 
Tallis. For David Skinner to call the printed 
order “the original order that ‘Tallis and Byrd 
intended” is obviously to beg quite a few 
serious questions; but of course the massive 
advantage of the CD over the old LPs is that 
we can go straight to one motet: we know it 
will be here in its right place on the CD; and 
with this new set we can be sure that the 
performance will be thoroughly decent. 

In the booklet David Skinner devotes some 
space to the problem of pitch-levels — a matter 
that is particularly troublesome in this 
collection of mostly new motets by Byrd and 
mostly earlier music by Tallis, all assembled in 
something of a hurry. But Skinner actually 
ducks the problem by having a team of 
12 singers from whom he can choose those 
most appropriate to any particular piece. Even 
so, occasionally the result sounds at a pitch that 
makes texture a touch muddy. 

They use solo voices throughout, mixed 
voices with a fairly open sound that brings with 
it more vibrato than we are used to hearing in 
such music nowadays. The requirements of the 
intégrale also mean that there is less of a 
tendency to linger over the many juicy 
dissonances in this music. ‘That results in 
performances that are refreshingly free of self- 
indulgence. Some of the big Byrd pieces in 


particular are very good indeed. David Fallows 


‘A Lesson in Love’ 

Beach Ah, Love, but a day! Op +4, No 2 Bolcom 
Waitin’ Brahms Am Sonntag Morgen, Op 49 
No 1| Bridge Love went a-riding Britten O waly, 
waly Canteloube Songs of the Auvergne — Chut, 
chut Copland Pastorale. Heart we will forget 
him Debussy Apparition Duparc Extase Fauré 
Done ce sera par un clair jour d’été H Hughes 

I will walk with my love Liszt Es muss ein 
Wunderbares sein, $314 Ravel Chanson de la 
mariée Schubert Gretchen am Spinnrade, D118. 
Rastlose Liebe, D138. Die Manner sind 
méchant, D866 No 3. Du liebst mich nicht, 
[D756 Schumann Jemand. Myrthen — Lied der 
Braut I; IT R Strauss Hochzeitlich Lied, Op 37 
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New Titles 


BRAHMS Symphonies 2 & 3 Bayerischen RSO, 


Mariss Jansons BR Klassik SACD 900111 £10.20 
BRUCKNER 10 Symphonies Bayerischen RSO, 
Lorin Maazel BR Kiassik 11cds 900711 £42.25 


D'ERLANGER / CLIFFE Romantic Violin Concerto 10 
Philippe Graffin, BBC NO of Wales / David Lloyd-Jones 


Hyperion CDA67838 £10.20 
EASDALE, BRIAN The Film Music BBC NO of Wales, 
Rumon Gamba Chandos CHAN10636 £10.85 
GRAINGER, PERCY Complete Solo 78rpm 

Recordings 1908-1945 APR 5Scds APR7501 £21.15 


HOLST The Planets, Japanese Suite, Beni Mora 
Manchester Chamber Choir, BBC Philharmonic, 
Sir Andrew Davis Chandos SACD CHSA5086 £11.25 


LISZT The Complete Piano Music Leslie Howard 
Hyperion 99cds CDS44501-98 £164.05 


MOZART Symphonies 39 & 41 English Baroque Soloists, 
John Eliot Gardiner Soli Deo Gloria SDG711 £10.20 


SCHUMANN Scenes from Goethe's Faust Warsaw Boys 
Choir, Warsaw Philharmonic Choir and Orchestra, 
Antoni Wit Naxos 2cds 8572430-31 £8.15 


WAGNER Tristan und Isolde an orchestral passion 
Royal Scottish NO / Jarvi Chandos SACD CHSA5087 £11.25 


Profil 


BRUCKNER Symphony 6 Munchner Philharmoniker, 
Gunter Wand PH06047 £6.75 


BRUCKNER Symphony 8 Staatskapelle Dresden, 
Christian Thielemann 2SACDs PH10031 £19.50 


DARGOMIZHSKY Russalka WDR Rundfunkorchester 
Koln / Michail Jurowski 3cds PH09024 £19.50 


GRANADOS Danzas Espanolas BOCCHERINI Guitar 
Quintet No. 4 Friedemann Wuttke, Minguet Quartett, 


Felix Matzura PH10051 £6.75 
MAHLER Symphony 9 WDR Sinfonieorchester Koln, 
Jukka-Pekka Saraste PH10035 £6.75 
MOZART String Quartets K589 & K590 

Klenke Quartett PH04031 £6.75 


RACHMANINOV The Bells, Symphonic Dances 
WDR SO Koln / Semyon Bychkov SACD PH07028 ~—s £6.75 


TCHAIKOVSKY Symphony No. 2, 5 Pieces for Piano 
Moscow PO / Kyrill Kondrashin PH10038 £6.75 


WAGNER Lohengrin Botha, Pieczonka, Lang, WOR SO 
Cologne / Semyon Bychkov 3SACDs PH09004 £30.55 


SONGS TO MARY Marian Motets of Monteverdi, Grandi, 
Carissimi Robert Crowe, Michael Eberth PH10054 £6.75 


Tel: 01332 540240 
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BIS Records 


BACH Cantatas Vol. 47 Nos. 27, 36 & 47 Bach Collegium 
Japan / Masaaki Suzuki SACD BISSACD 1861 £9.50 


BACH Oboe Concertos Alina lbragimova, Swedish CO, 
Alexei Ogrintchouk SACD BISSACD1769 £9.50 


BEETHOVEN Piano Concertos 4 & 5 Yevgeny Sudbin, 
Minnesota Orch / Osmo Vanska SACD BISSACD1758 £9.50 


BRUCKNER Symphony No. 2 Swedish CO, 


Thomas Dausgaard SACD BISSACD1829 £9.50 
DOWLAND / PURCELL Orpheus in England 
Emma Kirkby, Jakob Lindberg BISCD1725 £9.50 


GRUBER, HK Busking, Violin Concertos 
Hakan Hardenberger, Katarina Andreasson, 
Swedish CO / HK Gruber BISCD1781 £9.50 


MOZART Divertimento K563 SCHUBERT String 
Trio D471 Trio Zimmermann SACD BISSACD1817 ~=—s_ £9.50 


MOZART Piano Concertos 9 & 12 Ronald Brauligam, 
Die Kolner Akademie / Michael Alexander Willens 


SACD BISSACD1794 £9.50 
SMETANA Ma Viast Malaysian Philharmonic Orchestra, 
Claus Peter Flor SACD BISSACD1805 £9.50 


TCHAIKOVSKY Symphonies 1-6 & Orchestral Works 
Gothenburg SO / Neeme Jarvi 6eds BISCD1897-98 £19.75 


ICA Classics 


BEETHOVEN Piano Concertos 1 & 3 Emil Gilels, 
New Philharmonia / Sir Adrian Boult ICAC5000 £10.25 


BRAHMS Ein deutsches Requiem MOZART Serenata 
Notturna Grummer, Prey, Kolner Rundfunk Sinfonie 
Orchester / Otto Klemperer ICAC5002 £10.25 


BRAHMS Piano Concerto 2 CHOPIN Nocturne 
Op. 27/2, Waltz Op. 64/2 FALLA Fire Dance 
Arthur Rubinstein, Kolner Rundfunk-Sinfonie-Orchester, 


Christoph von Dohnanyi ICAC5003 £10.25 
BRUCKNER Symphony 3 BBC Northern Symphony 
Orchestra / Kurt Sanderling ICACS005 £10.25 


MAHLER Symphony 2 Stefania Woytowicz, 
Anny Delorie, Kolner Rundfunk-Sinfonie-Orchester, 
William Steinberg ICAC5001 £10.25 


TCHAIKOVSKY Symphony No. 1 Winter Dreams 
STRAVINSKY Firebird Suite (1945 version) BBC SO, 
Philharmonia / Evgeny Svetianov ICAC5007 £10.25 


VERDI La Traviata Callas, Valletti, Zanasi, 
Covent Garden Chorus & Orchestra / Nicola Rescigno 
20 June 1958 2cds ICAC5006 £13.90 


CZIFFRA IN PRAGUE 1955 Liszt: Rhapsodie 
espagnole, Hungarian Rhapsody No. 2, 
CPE Bach, Scarlatti, Couperin ICAC5008 £10.25 


More offers at www.mdt.co.uk - Over 65,000 titles online 





UK Postage - add 75p per CD. Orders over £50.00 are post free (UK only). 


USA Shipping (UK vat will be taken off prices) - £1.25 for the first CD, £0.75 thereafter. Export Shipping (UK vat will be taken off prices) 


- add £1.50 for the first cd per dispatch, thereafter add £1.00 per cd. EU Postage - prices by Country on request. 
Shipping for DVDs is charged as 2 CDs - Pay by Credit/Debit Card (AMEX, cheques and POs are not accepted). 
MDT Mail Order - Grassy Court, Etwall Road, Mickleover, Derby, England, DE3 0BX 





ICA Classics DVDs 


BACH Concerto for two violins MOZART Sinfonia 
concertante BRAHMS Violin Concerto 


David Oistrakh DVD ICAD5012 £19.15 
BEETHOVEN Symphonies 4 & 5 
Boston SO / Charles Munch DVD ICAD5016 £19.15 


BRAHMS Piano Concerto 2 CHOPIN Scherzo 1, 
Polonaise in A flat LISZT Funerailles Garrick Ohlsson, 


BBC SO / James Loughran DVD ICAD5013 £19.15 
ELGAR Symphony 2, Variations on a theme Enigma 
LPO / Sir Georg Solti DvD ICAD5011 £19.15 


MAHLER Symphony No. 6 La Monnaie Symphony 
Orchestra / Hartmut Haenchen DVD ICAD5018 £19.15 


RAVEL Ma Mere I'Oye suite DEBUSSY La Mer, 
Iberia Boston SO/ Charles Munch DVD ICAD5014 = £19.15 


SCHUBERT Piano Trios Beaux Arts Trio 
DVD ICAD5010 £19.15 


STRAUSS Ein Heldenleben DVORAK Symphony 9 
RPO, BBC SO / Rudolf Kempe DVD ICAD5009 £19.15 


SZYMANOWSKI Symphonies 3 & 4 Rafal Bartminski, 
Jan Krzysztof Broja, Antoni Wit DVD ICADS017 £19.15 


WAGNER Excerpts Die Meistersinger FRANCK 
Symphony in D minor FAURE Pelleas et Melisande 
Suite Boston SO/ Charles Munch DVD ICAD5015 = £19.15. 


Arthaus Musik DVDs 

BRAUNFELS Die Vogel Rancatore, Jovanovich, 

Los Angeles Opera / James Conlon 101529 £18.60 
Blu-ray version 101530 £22.30 
MANOVANI Siddharta Le Corps de Ballet & Opera 

National de Paris / Susanna Malkki 101557 £18.60 
Blu-ray version 101558 £22.30 
REIMANN Medea Petersen, Selinger, Orchester Der 

Wiener Staatsoper / Michael Boder 101551 £18.60 
Blu-ray version 101552 £22.30 


SCHNEITZHOEFFER La Sylphide Le Corps de Ballet 
Opera National de Paris /Ermanno Florio 107217 =: £18.60 


TCHAIKOVSKY Eugine Onegin Gavrilova, Redkin, 
Baskov, Bolshoi Theatre / Mark Ermler 107213 £22.30 


VERDI Macbeth Hampson, Marrocu, Scandiuzzi, 
Zurich Opera House / Franz Welser-Most 101563 £18.60 


WAGNER Rienzi Kerl, Aldrich, Nylund, Deutsche Oper 
Berlin / Sebastian Lang-Lessing 101521 £22.30 
Blu-ray version 101522 £22.30 


ZEMLINSKY Der Zwerg ULLMANN Der Zerbrochene 
Krug Los Angeles Opera / James Conlon 101527 = £18.60 
Blu-ray version 101528 £22.30 





www.mdt.co.uk 





No 6 Tosti Pour un baiser Traditional Danny 
Boy H Wolf Zwischen Bergen, liebe Mutter. 

O wir dein Haus durchsichtig wie ein Glas. 
Erstes Liebeslied eines Madchens, Op 19. 
Verschling’ der Abgrund meines Liebsten Hiitte 
Kate Royal sop Malcolm Martineau pf 

EMI © 948536-2 (65' « DDD) 

Kate Royal’s beautifully sung new 
album is filled with affecting music 

The bliss and drawbacks 
of falling in love have 
surely inspired more 

_ songs than any other 
human activity. Kate 

| Royal’s beautifully sung 
~..@ new album, with finely 
characterised piano-playing from Malcolm 
Martineau, ranges imaginatively across a 
spectrum of composers who have captured the 
first pangs, the heartaches and the dashed 
hopes that can make life such a maelstrom of 
emotion. The programme is weighted in 
favour of expectation and fulfilment, climaxing 
in Duparc’s sensuous “Extase”, but the spectre 
of infidelity then looms in “Am Sonntag 
Morgen” from Brahms’s Op 49, reflecting on 
the fickleness of men. “An ein Veilchen”, 
another song from the same set that considers 





the faithlessness of women, is not included. 

‘The disc is entitled “A Lesson in Love”, a 
lesson that begins with William Boleom’s 
languid, cabaret-style “Waitin’”, In the waiting 
game, Royal catches the bright optimism of 
Schumann’s “Jemand” and the folk-like girlish 
glee of Wolfs “Zwischen Bergen, liebe 
Mutter”. As love blossoms, Wolfs “Erstes 
Liebeslied eines Madchens” finds Royal in 
rapturous voice; in Schubert’s “Rastlose Liebe” 
she embraces the anxieties and strivings of 
“bliss without peace” and in Copland’s 
“Pastorale” a comforting contentment. 

When things start to go wrong, she can 
encompass the sadness of Schubert’s “Du 
liebst mich nicht”, the rage of Wolf's 
“Verschling’ der Abgrund” and the 
resignation of Copland’s “Heart we will 
forget him”, but this girl is not giving up: a 
reprise of Bolcom’s “Waitin” suggests that 
the whole cyclical experience is worth going 
through again. Geoffrey Norris 


‘Aymnodia sacra’ 

Music from an 18th-century songbook 
Carmina Chamber Choir / 

Arni Heimir Ingélfsson 

Smekkleysa (©) SMK74 (64' « DDD « T/t) 

Hymns from an Icelandic songbook, 
given in fresh and vital performances 
As Arni Heimar 
Ingolfsson admits 
frankly in his booklet- 
note, “musical life in 

| 18th-century Iceland did 


224 not amount to much 





_-= compared to the great 


www.gramophone.co.uk 


capitals of music in Europe”. Hymmnodia sacra 
is a manuscript collection compiled in 1742 
by a priest, probably to serve as a source book 
for the hymns he wished to teach his 
parishioners. It contains 100 songs and a 
further 150 texts with no music but with a 
rubric prescribing the tune to be used. The 
collection is divided by subject into five parts, 
of which the largest is “On Devout Conduct”; 
this recording draws on all five, together with 
material from other compilations including 
Melodia, a manuscript dating from about a 
century earlier. 

All the texts but one are in Icelandic, the 
exception being “Beata nobis gaudia”., This ts 
one of several arrangements from Lutheran 
Germany: two are hymns by Matthias Greiter 
in versions by Hans Leo Hassler, and one 
comes from the collection of chorales for 
organ that Samuel Scheidt published in 1650, 
This last is sung by the sopranos with string 
trio accompaniment: Ingdlfsson disarmingly 
writes that the performers “found it an 
enjoyable exercise to dress up the songs in a 
way that would have been familiar to foreign 
clergymen and musicians of the period”, 

‘The performances are fresh and vital, and 
well recorded. The most intriguing pieces are 
to be heard on tracks 18 and 19, where the 
tenors sing a kind of organum, all parallel 
fifths and octaves. An enterprising disc, 
well worth a listen. Richard Lawrence 


‘Missa brevis’ 
Britten \lissa brevis Caplet Messe a trois voix 
Delibes Messe bréve Fauré Messe basse 
Leighton Missa Cornelia, Op 81 
Maitrise de Toulouse; Conservatoire de Toulouse 
/ Mark Opstad with William Whitehead org 
Regent ‘F) REGCD340 (71' - DDD) 
French choristers are fresh and 
unaffected in five short Masses 
Created in 2006 by the 
English choral director 
_ Mark Opstad, the 
Maitrise de ‘Toulouse 
offers a specialist musical 


Missa Brevis 


la 


ee 
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education to young 
choristers aged 11-15. 
The mixed-gender group of 21 singers 
recorded here is blessed with a fresh, clear, 
unaffected tone, blending effortlessly, 
especially in Caplet’s unaccompanied three- 
voice Mass, with its soaring, arched phrases, 
which float beautifully in the spacious acoustic 
of Toulouse’s neo-Gothic Temple du Salin. 
Of the two other French composers 
represented here, Delibes’s simple but 
charming Messe bréve is certainly the equal to 
Fauré’s better-known though more limpid 
and richly harmonised Messe basse. The latter 
suffers occasionally from some slightly flat 
intonation despite consistently excellent and 
solidly helpful support from organist William 
Whitehead. A special mention should also go 





Vocal reviews 
to soprano soloist Anais Rabary who sings 
with an affecting maturity and musical 
sensitivity beyond her years. 

The two English works on the disc are 
Britten’s oft-sung Missa brevis, composed in 
1959 for George Malcolm and his 
Westminster Cathedral choirboys, and 
Kenneth Leighton’s unaccountably previously 
unrecorded Missa Cornelia of 1980. These 
young French singers cope admirably with 
Leighton’s English text, with only one or two 
slightly mangled vowels, and manage to bring 
out all the dramatic nuances of the Britten, 
particularly in the striking dgnus Dei. 

As part of a recent resurgence of interest in 
youth choral singing across France, this 
timely disc serves as an important and 
worthwhile stepping-stone. Malcolm Riley 


‘Missa Cantantibus organis’ 


Allegri De lamentatione Jeremiae prophetae. 
Miserere mei, Deus. Incipit lamentatio Jeremiae 
prophetae. Gustate et videte Anerio Salve regina 
Palestrina Cantantibus organis Stabile/Soriano/ 
Dragoni/Palestrina/Anonymous/Giovanelli/ 
Santini/Mancini Missa Cantantibus organis 

The Cardinall’s Musick / Andrew Carwood 
Hyperion (©) CDA67860 (68' + DDD « T/t) 

Rarities that don’t deserve their 
obscurity, presented with passion 

a Following their 
Gramophone Recording of 
the Year Award for 2010, 
Andrew Carwood and 
Hyperion have risked all 
to record a curiosity that 
was published in 1930 
but has been quietly gathering dust ever since. 
It is a cyclic Mass in 12 voices, probably from 
the 1580s, based on Palestrina’s famous motet 
Cantantibus organis and composed by seven 
composers. Palestrina himself wrote part of the 
Gloria but the rest is by men who are so 

little known that they hardly even make it into 
Grove. That looks like commercial suicide. 
What this disc shows, though, is that they all 
deserve much better fate than being buried in 


Phy a aes 


a list of Palestrina’s younger colleagues. It also 
shows that a burning commitment can lift 
music off the page and give it real life. The 
movements by Annibale Stabile and Ruggiero 
Giovanelli were perhaps the ones that struck 
my own ear most forcibly; but this is all really 
exciting stuff and should be heard by anybody 
who cares about music of the late-16th century. 
But the rather later composer Allegri gets the 
main billing here, presumably because that’s 
the only way to sell the CD. His Miserere - 
famous largely because of embellishments 
written down a century after he died — gets a 
lovely performance, if the three other motets 
added here slightly overstay their welcome. But 
the opening work is a treasure: Felice Anerio’s 
eight-voice Salve regina. 
David Fallows 
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Opera 


The stars come out for Vivaldi « Natalie Dessay as Cleopatra « Andreas Scholl's Purcell 


Charpentier 


Actéon 

Aaron Sheeltans ett ssissa.c:csisinssiasssisssisiies Actéon 
Fare WU OUR 100 an. ccccccscacasinssansisisicess Diane 
Mireille Lebel 2123 .......0.00sssesessseesaress Hyalé/Junon 
Lydia Brotherton s0p..........ccccssesessseeeeeeees Daphné 
Amanda Forsythe sop ............0.0.0000000..-.Aréthuse 
Orphée descendant aux enfers 

Fait MICOS Bison ce arscccrrsnnescrssrsines Orphée 
Aaron Sheeltatt tet .............00ssseressersnesesssnseeers Ixion 
Douglas Williams biss-bar ........:..0.ccceeeeee Tantale 
La pierre philosophale 

Teresa Wakim sop ............0.0000.. La Petite Gnomide 
Zachary Wilder ten ............ssessssssssesessvees Un Silphe 
Lydia Brotherton sop.........:ccccccseseseeeeeeen Le Feu 
Olivier Laquerre bass-bar......c.ccccccceeee tees L’Eau 


Boston Early Music Festival Vocal and Chamber 
Ensembles / Paul O’Dette, Stephen Stubbs 

CPO (F) CPO777 613-2 (66' » DDD) 

Action — selected comparison: 

Les Arts Florissants, Christie (5/83") (HARM) HMAI9S 1095 
A must-have recording for 

admirers of Charpentier’ S Operas 

Nothing seems 

to be known of 

the circumstances 
surrounding the 
composition of Actéon, a 
pastoral opera lasting 
some 40 minutes. 
Charpentier? s patron, the devout Duchesse de 
Guise, seems unlikely to have been drawn to 
the tale of Actaeon turned into a stag and torn 
to death by his own hounds after inadvertently 
witnessing the goddess Diana bathing in the 
nude. It has been suggested, rather, that the 
piece was performed before the Dauphin as a 
cautionary tale: in his early twenties at the 
time of its composition, around 1684, the heir 
to Louis XTV was said to be more interested in 
hunting than in his wife. 

It’s a touching little piece, performed here 
with spirit and sensitivity. It must have been 
one of the first works by Charpentier to have 
been recorded by Les Arts Florissants and, as 
ever, it is rewarding to compare the two 
versions. The main difference lies in the 
choice of singer for the part of Actaeon. 
Aaron Sheehan is a light tenor with a 
rounded, unforced tone that falls very easily 
on the ear. Many readers will know what to 
expect from Les Arts Florissants’s Dominique 
Visse: he is an Aaute-contre, his voice thinner 
and more individual. It is not to everyone’s 
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taste but here it sounds right. He is 

surprisingly restrained at the moment of 

Actaeon’s transformation, whereas Sheehan 

entertainingly imitates a stag when rhyming 
“voix”, “vois” and “rois”. 

There’s nothing to choose between the 
excellent women soloists on both recordings. 
Both versions add percussion, including bells 
in the delightfully Italianate duet for Daphne 
and Hyale, “Loin de ces lieux”, When 
Actaeon is mocked by Diana’s nymphs, the 
chorus on the new recording is almost violent, 
complemented by a tambourine; Christie’s 
chorus is more delicate, with — amazingly — no 
tambourine. O’Dette and Stubbs take longer 
over the moving Plainte for strings only, to 
the advantage of the music. 

For Orphee descendant aux enfers, there’s a 
rival version from Il Seminario Musicale (Zig- 
Zag Territoires, 7/07); the exotically named 
Jason McStoots is more of an haite-contre 
(though billed as a tenor), as is Zig-Zag’s 
Gérard Lesne. Any lover of Charpentier’s 
music will want all three discs. Richard Lawrence 


Giordano 

Fedora 

Angela Gheorghiu sop...........0.000.. Fedora Romazov 
Placido Domingo fe? ...........0.000000000 Loris Ipanov 
Nino Machaidze sop ..........0ccceesees Olga Sukarev 
Fabio Maria Capitanucci bar-................... De Siriex 
Marina Comparat00 c0tttr.......ccccsceseeeeeeeee Dimitri 


Chorus and Orchestra of La Monnaie / 

Alberto Veronesi 

DG “) @ 477 8367GH2 (96' « DDD « T/t) 

Selected comparison: 

Olivero, Gardelli (3/70®) (DECC) 475 7622DM2 
Domingo’s voice is a wonder but is 
Gheorghiu’ s Fedora a match for Olivero’s? 
For myself there is only 
one Fedora (and of 
course I’m aware that 


aeteotss LSicsart 


a2) Da 


from some quarters will 
* come the instant 

7 a objection “Why so 
Mt many?”). In 1969 Decca 
roooriicd the opera await the 59-year-old 
Magda Olivero in the name-part (in default of 
which there is a pirated version with Olivero 
under Rescigno from later that same year). 
For this new recording I did my best to forget 
Olivero but returned to her shortly afterwards 
to find new life had been breathed into the 


work in almost every phrase. Even so, the new 


Dee 


recording from Brussels can move in 


alongside the classic, for it too has a place in 
operatic history. Recorded in January 2008, it 
preserves the voice of the 67-year-old Placido 
Domingo in a role which above all calls for 
voice, and a full-bodied, uncompromising 
Italian tenor at that. The miracle surpasses 
(dare one say it?) that of the fabled soprano, 
which has for half a century been celebrated 
as among the wonders of the lyric stage. 

From early days it has seemed to me, “in 
the flesh” at least, that Domingo’s “golden 
tone” has been an intermittent presence, at 
any moment likely to shine with its ideal 
purity and warmth through the layer of 
harder, less luscious substance. Over recent 
years (in The Queen of Spades and Cyrano de 
Bergerac, for instance), | seem to have heard 
that golden centre with decreasing frequency. 
But here — from at least the middle of Act 2 
onwards — the refulgence is heart-warming. 
One is constantly having cause to revise, or to 
regard the account as incomplete, any written 
estimate of Domingo’s career as a singer, and 
here is yet another instance. 

His performance is not matched by Angela 
Gheorghiu’s in the title-role. She gives us a 
Fedora in extracts, a succession of lovely 
sounds in lovely(ish) arias, but by no means a 
cohesive character-creation and at no point 
suggesting the woman of passionate impulse so 
strongly depicted by Olivero. In the secondary 
roles, Fabio Maria Capitanucci is a likeable De 
Siriex (perhaps too mildly coloured in his 
“donna russa”), and Nino Machaidze’s shallow 
tones suit the “social butterfly” her character is 
said to be, without being any more welcome on 
that account. The generous provision of small 
parts is made the most of, and recorded sound 
is clear and spacious. Alberto Veronesi’s 
conducting lacks an effectively communicated 
feeling for the moment — as in the very 
opening of the opera, which can be so 
exhilarating in its suggestion that we have 
arrived, as it were, in mid-sentence. John Steane 


Vivaldi 





Ercole su’l Termodonte 

Rolando Villaz6n tert ..........ccscsceeessssesesseeeeees Ercole 
Joyce DiDomato 17tez ...........cccssccissesesseseens Ippolita 
Re EI orrccsrnresnsncccmnsnenpesnasesesnnre Antiope 
Philippe Jaroussky conterten .......ccceeceeeee! Alceste 
Patrizia (i008 sop sista ccssccssiicncnccaisiteaiiaas Orizia 
Diana Datta 909 sssississscsitcersenssssscsnsionsniess Martesia 
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St Cecilia Chamber Choir of Borgo San Lorenzo; 
Europa Galante / Fabio Biondi vn/cwd 
Virgin ® @ 694545-0 (143 « DDD « S/T/t) 
A starry cast are employed 
for Vivaldi’s Herculean tale 

In 1722 Vivaldi’s 


hit a few snags in his 


Ss Career 


sal native Venice, but very 
E RC t LE 


little of his music had yet 
been performed in 
Rome, so he regarded 

5 this as an opportunity to 
cultivate new business opportunities in the 
eternal city, where his new opera Ercole su’l 
Termodonte was first performed at the Teatro 
23. The libretto 
was adapted from an old text by Antonio Salvi 
about the ninth labour of Hercules, 


commanded by Eurystheus to obtain the 


Capranica on January 23 


sword and girdle of the fierce Amazonian 
queen Antiope; naturally, the plot is 
embellished by misunderstandings and 
intrigues between several sets of lovers. The 
infectiously enthusiastic scholar Frédéric 
Delaméa contributes a customarily superb 
booklet-note but he has also had a benign 
influence upon Fabio Biondi’s attempt to 
reconstruct the music, for which no single 
complete source survives. Biondi’s claim that 


a 


Ercole is now “restored to its original form” is 
an over-excited exaggeration: the only full 
text of Ercole is its printed libretto, although 
most of the arias survive in miscellaneous 
secondary sources scattered throughout 
libraries in ‘Turin, Paris and Miinster, and 
Vivaldi parodied quite a few numbers from 
eight different previous operas written for 
Venice, Mantua and Vicenza. Biondi provides 
an admirably clear list of his sources and 
methods, and has composed new recitatives 
throughout, hoping that this “will not be seen 
as presumptuous’. 

Virgin’s contrived all-star cast has even the 
smallest roles performed by A-list singers with 
big reputations. Maybe the gathering together 
of such a “dream team” derives from greater 
concern for superstar selling-power than 
artistic integrity about characterisation, 
musical aptitude, etc. The inclusion of Joyce 
DiDonato, Philippe Jaroussky and Diana 
Damrau is an obvious instance of Vivaldi 
being used to serve Virgin’s roster of star 
singers — not that the composer would have 
objected, nor found such an attitude strange 
in Italian Baroque opera houses. Indeed, it is 
exciting to hear a Baroque opera sung by an 
almost entirely high-class cast (only the 
threadbare Patrizia Ciofi is below par), 
although it seems odd that such lavish values 
have been accorded to an editorial 
reconstruction of an undeniably obscure and 
average work by a composer inconsistent in 
the genre. 

Rolando Villaz6n is suitably larger than life 
as Hercules; he gets around tricky coloratura 
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Electrifying opera from Sanchez-Verdu and co 


Entranci 


US 


AURA 


Sanchez-Verdu 
Aura 
Neue Vocalsolisten Stuttgart (Sarah Sun sop 
Truike van der Poel mez Martin Nagy ten 
Guillermo Anzorena bar Andreas Fischer bass); 
Kammerensemble Neue Musik Berlin; Duo 
Alberdi & Aizpiolea (Inaki Alberdi, Inigo 
Aizpiolea accos); SWR Experimental Studio / 
José M Sanchez-Verdu 
Ketros (F) 0013052KAl (65 « DDD « T/t) 

This is the second 

time in a few months 

that a recording from 

Kairos of a chamber 

| opera by a young 
, Iberian composer has 

left me entranced. 
Not coincidentally, I suppose, José 
Sanchez-Verdu’s Aura has several points of 
contact with Hector Parra’s Hypermusik 
Prologue (9/10); a libretto with a distinctly 
bizarre take on the perennial “boy meets 
girl” paradigm (here derived from the 
eponymous novel by Carlos Fuentes), a 
chamber ensemble heavily inflected by live 
electronics and a tendency for the 
minimally pared-down libretto to give way 
entirely to music at strategic points — only 
music, it seems, can do justice to the 


profundity of the protagonists’ experience. 
This is a reversal of the Monteverdian 
stance of prima le parole — words come first. 
So one assumes a knowing irony in the 
quotation of the opening of Monteverdi's 
Sestina from the Sixth Book of Madrigals 
(a moment in which I was also reminded 
of his Lamento della ninfa); it’s an oddly 
moving passage, more subtly executed 
than when Sciarrino, say, does the same 
type of thing in his chamber operas. 

In other respects the music is very much 
in keeping with a certain post-avant-garde 
stance, here reminiscent of late Nono — in 
the sense of nothing much happening, but 
very beautifully. The drones that dominate 
the score are a result of a group of gongs 
and tam-tams whose sympathetic vibrations 
reflect the work’s title. The instrumentation 
proper (which includes solo strings, two 
accordions, a tuba, a double bass, a 
contrabass recorder and a bass flute) 
extends these drone sonorities in different 
ways; and when the filigree dynamics and 
sparse sonorities erupt into something 
wilder, the effect can be electrifying. All 
those who have participated in this project 
(not forgetting the sound engineers) have 
been involved in something rather special. 
Do listen. Fabrice Fitch 
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passages and embellishes with unbridled 
bravado but there are some hints of strain and 
his phrasing is sometimes clumsy. In contrast, 
Topi Lehtipuu enhances the Vivaldian 
credentials established recently by his 
outstanding recital disc (Naive, 2/11). Romina 
Basso is in captivating voice as Teseo (the 
lyrical “Ti sento, si ti sento”, borrowed from 
Teuzzone), and there is also impressive singing 
by Damrau (marvellous high passages in “Ei 
nel volto ha un non so che”) and Vivica 
Genaux (chilling venom in the suicidal rage 
aria “Scender6, volerd, gridero”). However, 
Vivaldi’s dramatic situations, such as they are, 
don’t arouse much vivid interaction between 
most of the cast. For instance, DiDonato’s 
voice is ravishing in Ippolita’s “Onde chiare 
che susurrate” (the pastoral-tinged opener of 
Act 2, and one of the handful of numbers 
preserved intact without requiring Biondi’s 
editorial creativity), but her words are under- 
characterised. Likewise, Antiope’s response, 
“Bel piacer ch’é la vendetta”, is supposed to 
be an ecstatic expression of unquenchable 
revenge but Genaux’s pretty performance 
lacks all trace of the gloating nastiness 
intended by the words. ‘The underwhelming 
atmosphere is perhaps inevitable because the 
recording sessions at Florence’s Teatro alla 
Pergola took place in three batches far apart 
across a two-year period; one wonders if all of 
these famous singers were ever under one 
roof at the same time. However, spirited 
gusto is certainly the order of the day from 
Europa Galante: the opening Sinfonia typifies 
the crisp declamatory style of the strings, and 
a thrilling Sinfonia at the end of Act | depicts 
a battle between the Greek heroes and the 
Amazonians with splendid horns and 
thumping timpani; Alceste’s lovely slow aria 
“Quella belta sol degna é d’amor” features 
Biondi’s beguiling viola d’amore obbligato 
(and is sung beautifully by Jaroussky), and aria 
accompaniments are always as lively or 
delicate as possible. David Vickers 


‘Cleopatra’ 

Handel Giulio Cesare — Overture; Tutto pud 
donna vezzosa; Dove, Niren, dové l’anima 
mia?*”; V’adoro, pupille; Esser qui deve in breve; 
Venere bella; Che sento? Oh dio!; Se pieta di me 
non senti; Per dar vita all’idol mio; Sinfonia 
bellica; E pur cosi in un giorno; Piangeréd la sorte 
mia; Troppo crudeli siete; Voi che mie fide 
ancelle; Forzai l’ingresso a tua salvezza, o cara!"; 
Da tempeste il legno infranto; Sinfonia; 
Bellissima Cleopatra’; Caro! Bella!" 

Natalie Dessay sop 

"Sonia Prina contr "Stephen Wallace counterten 

Le Concert d’Astrée / Emmanuelle Haim 

Virgin © 907872-2 (66' « DDD) 

Don’t let the concept put you off - this 
album is beautifully sung and played 

It has become preferable that singers pursue 
specific conceptual themes or parameters for 
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a Handel arias album, 
although devoting an 
entire disc solely to 
Cleopatra from Giulio 
Cesare does not instantly 
appear like a good idea: 
in lazily researched 
recitals her most famous arias have become 
clichéd, overdone and over-familiar, 
Moreover, such a decision to focus exclusively 
on only one role reduces the public 
perception of comparably compelling 
characters such as Cesare and Sesto into 
passengers of merely subsidiary value. Last 
November, in advance of their participation 
in a production of Giulio Cesare at the Palais 
Garnier, frequent collaborators Natalie 
Dessay and Emmanuelle Haim recorded a 
programme that contains not only the usual 
suspects (“V’adoro, pupille”, “Se pieta”, 
“PiangerO”, “Da tempeste”) but also four of 
the Egyptian Queen’s other arias, two of 
which are premiere recordings of intriguing 
soliloquies that Handel composed fully in his 
autograph manuscript but then decided 
(rightly) to replace with entirely different and 
more famous material: he supplanted the 
animated heroic aria “Per dar vita all’idol 
mio” with the tragic lament “Se pieta” to 
convey Cleopatra’s desperate fear yet heroism 
as Cesare flees to fight the henchmen of her 
brother Tolomeo, and the mournful siciliano 
“Troppo crudeli siete” was scrapped in favour 
of the bittersweet “Piangero” to illustrate 

the imprisoned Queen’s pessimism before 

the /ieto fine is eventually established. If 
nothing else, this album enables us to hear 
both final thoughts and discarded drafts 
consecutively, and allows us the chance to 
decide whether or not Handel was correct to 
sacrifice two excellent climactic arias in favour 
of radically different ideas offering more 
potent dramatic sublimity. 

The performances are consistently 
attractive. The Parnassus scene in which the 
disguised Cleopatra seduces Cesare 
(“W’adoro, pupille”) is unabridged and 
interpreted rapturously; Sonia Prina makes a 
cameo as Cesare in the duet “Caro! Bella!”. 
Le Concert d’Astrée’s accomplished playing 
extends to the Overture and two bellicose 
sinfonias, the latter of which provide zesty 
variety to proceedings. Dessay’s admirable 
endeavour to be emotive in “Se pieta” falls 
curiously flat; the dramatic atmosphere of the 
scene is better captured in “PiangerO” (with 
the flute pleasingly more audible than in 
some performances). With refreshing 
candour, Emmanuelle Haim and Yves 
Castagnet are credited as the composers of 
Dessay’s florid embellishments, which whizz 
beyond the parameters of taste and style 
only infrequently: the end of the B section 
and the cadenza during “PiangerO” give rise 
to unwelcome vocal vertigo but some might 





love the predictably over-indulgent treatment 
of “Da tempeste”. Nevertheless, Dessay’s 
singing is never less than dazzling, and the 
stratospheric ornaments in the da capo of 
“Venere bella” are softly sensual. Despite 
instinctive reservations about its contrived 
strategy, this album holds together pretty well 
thanks to Dessay’s gorgeous voice, Haim’s 
experienced direction of her capable orchestra 
and, of course, the modest matter of getting 
inside the mind of an inspired composer. 
David Vickers 


‘Jussi Bjorling Live’ 
Broadcast Concerts, 1937-60 
Jussi Bjérling ten with various ensembles 
West Hill Radio Archives “) @ WHRA6O36 (5h 4’ « ADD) 
A thorough traversal of Jussi Bjorling’s 
‘hours’, cleaned up superbly 

wae Singers in the USA 
around the mid-20th 
century would still 
treasure their hour 
of glory at the 
, Metropolitan and 
their exquisite hour at 
the Carnegie Hall but felt increasingly that 
their way to the nation’s heart might involve 
them in an altogether more comfortable 
60 minute journey. [t was in the Firestone 
Hour, the series of popular concerts which 
drew the ideal happy families of America 
round the radio to enjoy a lovely voice, a 
beautiful tune and a renewed conviction 
that’s ita wonderful world after all. The 
formula seldom varied. If there were two 
singers, the first would offer a lyrical operatic 
aria and the second another, after which they 
might join in duet. After a short break they 
would reappear with the big number, more 
passionate and dramatic, and then one or two 
songs, often from their native land, with 
perhaps a short spoken introduction. ‘There 
was a live audience, invariably enthusiastic, 
and the programme began and ended with a 
verse of “If I could tell you” by Idabelle 
Firestone, who gave her prosperous name to 
the series. 

Similar “hours” were sponsored by the 
Bell Telephone Company and Standard Oil 
of California. Yet, grateful to them as one 
would have to be, they hardly stimulated the 
musical imagination. And these add little in 
repertoire to what we know of Bjérling from 
studio and other recordings. Nor does the 
formulaic nature of the production encourage 
spontaneity. In his introductory essay, Roger 
Pines makes a good case for paying detailed 
attention but I can think of many more 
rewarding ways of spending five hours 
listening to music. For the Bjérling specialist 
there are moments when the loved voice 
appears afresh, the singer touched anew (for 
example) by bringing to the American public 
a Swedish song they are unlikely to have 


www.gramophone.co.uk 


heard before. And maybe the age-old personal 
thrill of a tenor voice (in ‘Tosti’s “L’alba 
separa” or the climax of “Ah, fuyez, douce 
image”) will be experienced by someone in 
that audience as at no other time. But there is 
not much of which one would say, 
specifically, “Come here, everyone that 
thirsteth” — here, and not to other recitals, 
collections and complete recordings. 

One distinction this issue has among 
competitors — it has easily the best recorded 
sound: securely pitched, inequalities adjusted, 
obscurities resolved. And that counts for 
much. After all, one says that many of these 
performances are unremarkable but that is 
within the context of Bjérling’s recorded 
oeuvre. And many of these gleanings from 
one “hour” or another remain special, most 
of those that are truly special coming on the 
last CD, where we hear the young Jussi of 
1937 and then some of the last recordings of 
all. Near the end of the whole pilgrimage is a 
performance of Lenski’s aria from Eugene 
Onegin, where the young poet, doomed to 
an untimely death, sings of his longings. 
Bjorling recorded the aria many times but 
never, [ think, so poignantly as here. As a 
prologue to this year’s centenary celebrations 
the album is a worthy offering and this track 
an especially moving example of the great 
tenor’s art at its best. 

John Steane 


‘Ne me refuse pas’ 

Berlioz Roméo et Juliette, Op 174 — Premier 
transports*. Les Troyens —Je vais mourir 

Bizet Carmen — L’amour est un oiseau rebelle’ 
Cherubini Médée — Ah! Nos peines seront 
communes Halévy Charles VI — Sous leur 
sceptre... Humble fille des champs 

Massenet Hérodiade — Ne me refuse pas”. 
Werther — Werther, Werther! Qui m’aurait dit 
la place Saint-Saéns Samson et Dalila — Mon 
coeur s’ouvre a ta voix A Thomas Mignon — 
Connais-tu le pays? AWormser Clytemnestre — 
Qu’Apollon soit loué... Ombre d’Agamemnon 
Marie-Nicole Lemieux contr 

‘Francois Lis has 

“Le Jeune Choeur de Paris; 

French National Orchestra / Fabien Gabel 
Naive ©) V5201 (78' » DDD) 

An imaginative programme and an 
unusual voice that should appeal to many 
This is an attractive 
record and its appeal 
may well be felt before 
a note of it is heard. 
Many who take a 
particular interest in 

_ singing find themselves 
drawn towards the French repertoire partly 
on its own account and partly because they 
feel that much of it has been neglected and 
would still repay exploration. They will see 





in this programme an aria from Halévy’s 
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Charles VI, which has as good a claim as any 
to the epithet “legendary”, hardly a phrase 
of it being familiar to today’s public and yet 
one particular phrase (“Guerre aux tyrants”) 
coming so near to constituting a casus belli 
between France and England that the French 
thought it would be prudent to censor their 
own patriotism. Then there is the intriguing 
André Wormser, unknown to Grove and, for 
all I know, to Google itself. And this young 
singer — perhaps still new to some — so 
provocatively classified as “contralto” also has 
the kind of name and background that attract 
the attention of traditional record collectors. 
Well, I would suggest that listeners who feel 
themselves so attracted should start not with 
the opening number, Hérodiade’s big solo 
which gives the programme its title, but with 
the gentler Mignon and Charlotte. The 
vociferous declamation in which we hear her 
first encourages the naturally vibrant voice to 
quiver alarmingly. This is not a “spread” 
vibrato but it needs care: as the French say to 
children before crossing the road: “Attention!” 
John Steane 


‘O Solitude’ 
Purcell If music be the food of love, 7379a. 
Come, ye sons of art, away, 7323 — No 3, Sound 
the trumpet’; No 5, Strike the viol. King Arthur, 
7.628 —Chacony; Fairest Isle; What power art 
thou. Chacony in G minor, Z730. The Fairy 
Queen, 2629 — One charming night. Pausanias, 
the Betrayer of his Country, Z585 — No 1, 
Sweeter than roses. Dido and Aeneas, 7626 — 
When I am laid in earth. The Gordian Knot 
Unty’d, Z597 — incidental music, Welcome to 
all the pleasures, Z339 — No 3, Here the deities 
approve. Oedipus, King of Thebes, 7583 — 
No 2, Music for a while. O dive custos, 7504". 
O solitude, my sweetest choice, Z406, Payan in 
G minor, 7752. Now that the sun hath veiled his 
light (An Evening Hymn on a Ground), 2193 
Andreas Scholl counterten 
‘Christophe Dumaux comterten 
Accademia Bizantina / Stefano Montanari 
Decca (F) 478 2262DH (77' « DDD « T/t) 
Glimpses of Andreas Scholl's quality can 
be heard but much is lost in transposition 
Andreas Scholl’s voice 
is darker, less ethereal 
and not so beguiling as 
when it exploded onto 
the scene in the mid- 
1990s but this motley 
i collection confirms that 
his way with words has strengthened. ‘The 
finest Purcellian countertenors from Alfred 
Deller to Daniel Taylor have shown plenty of 
wonderful repertoire tailor-made for their 
voice-type and, indeed, Scholl includes most 
of the usual suspects. However, some of the 
ill-advised means by which the programme is 
expanded to fill a long disc are inartistic. 
Recourse to convenient transposition is not in 
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itself an unforgiveable evil but here it is 
resorted to frequently and predictably: the 
downward adaptation of “Fairest Isle” and 
“An Evening Hymn” work pleasantly 
enough but an impersonation of Dido for 
an overdone rendition of her famous lament 
feels pointless (does the world really need to 
hear Scholl singing “When I am laid in 
earth”?), and the upwardly warbling in 

the bass Cold Genius’s frosty song from 
King Arthur is camped-up and silly, 
notwithstanding the undeniable iciness 

of Accademia Bizantina’s strings. 

Stefano Montanari’s crisp direction seldom 
suggests an affinity to Purcell and the 
instrumental aspects of the recital are 
frequently insensitive and unidiomatic. 
Pleasing moments include two tenderly 
played G minor interludes (Chacony, Pavan), 
but the continuo accompaniment to “If music 
be the food of love” is horribly inelegant; 
the whimsical inclusion of harp does not 
reflect any genuinely historical notion about 
basso continuo as Purcell knew it in late- 
17th-century England (if ?m mistaken, 
readers are welcome to provide chapter and 
verse otherwise). Scholl sings “Music for a 
while” beautifully but our cares are 
considerably less than beguiled because of a 
ruinous battery of continuo instruments (the 
best performances tend to realise that only 
harpsichord and perhaps cello is sufficient, 
or maybe just a lute, but here we get all of 
them vying for attention obtrusively along 
with the over-employed harpist). “O solitude” 
starts promisingly with just an organ but after 
a few bars several other continuo players 
cannot resist obliterating the solitary 
atmosphere. Christophe Dumaux’s 
discomfort with singing English in the duet 
“Sound the trumpet” doesn’t help matters, 
although the two countertenors combine 
marvellously in O dive custos (an elegy on 
the death of Queen Mary but actually 
composed for two sopranos), 

Another annoyance is the superficial 
booklet-note, which informs us that Dumaux 
“is a very cool guy” (so what?), and concludes 
with Scholl’s remark that “It’s not music for 
musicologists, it’s music for human beings”; 
as I’ve yet to meet a musicologist that is 
alien, bestial or resides with the undead, I’m 
not sure Decca should be promoting some 
sort of mindless discrimination between 
scholars and “ordinary folk like us” (once 
upon a time Decca’s Baroque artists were 
renowned for working in enthusiastic 
collaboration with leading academics but 
those halcyon days seem gone), This vexing 
product is only a pale ghost of an interesting 
statement but from time to time there are 
glimpses that Scholl is a decent Purcell 
singer, and his ardent fans will lap it up 
without reticence. 

David Vickers 
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Gorgeous Gounod from Paris * A convincing Cosi « A Meistersinger for our times 


Adamo 

Little Women 

Stephanie Novacek 27202Z..........:.sscssocessssseresesessseseees Jo 
Joyce Diamante Wed ....-...ncsccnscscsessnsecsensstesesers Meg 
eh Laurie 
Stacey Tappan 0p ........cccccscceessesesssnsreneereneesseess Beth 
Moargaret Lloyd s0pi.icsisiciisccinccncininuicseniiens Amy 
Daniel Belcher Bah «.::........0ssecseiecssssnsvavs John Brooke 
Chen-Ye Yuratt bf ..............:cssssssesess Friedrich Bhaer 
Katherine Ciesinski 7ez.........0....0000+. Cecilia March 
James Maddalena bir-........................ Gideon March 
Gwendolyn Jones 1202 «.......0.cccccceees Alma March 
Derrick Parker bar ..............0.0000........ Mr Dashwood 
Houston Grand Opera Orchestra / 

Patrick Summers 

Stage director Peter Webster 

Video director Brian Large 


Naxos (©) 2¥P 2 110613 (115' = NTSC + 16:9 + 
PCM 2.0 and DTS 51+ 0+ N/S/s) 
Recorded at the Wortham Theatre Centre, 
Houston, Texas, March 17-18, 2000 
Mark Adamo's setting of Louisa May 
Alcott’s novel boasts an impressive cast 
: [ reviewed this March 
2000 taping when it was 
released on public 
television in 2001 and 
found Little Women to be 
“neither a Currier & Ives 
lithograph nor a searing 
psychological portrait”. 
Mark Adamo’s opera about 
an American woman coming of age during the 
dawning of feminist struggles, I said, was more 
likely to tug on the heart-strings than to arouse 
the body politic. The story is told in flashbacks 
from the March family attic, which enables 
Adamo to create multiple perspectives on 
central moments in the story such as Beth’s 
death, where Jo and her memories seem to 
have the physical insubstantiality of ghosts. 
Adamo’s deeply personal brand of music 
theatre envelops Alcott’s beloved sisters, family 
and friends in a simple but intense stream of 
appealing tunes and uncomplicated harmonies 
ranging from 20th century psychological 
anguish to Broadway melodies. The composer’s 
libretto captures much of the grace and fluency 
of Alcott’s writing, and generously keeps the 
large cast busy with a series of arias and 
ensemble pieces. Director Brian Large captures 
the bittersweet melodrama of the action 
without distracting from the flow of the music. 
What was an outstanding cast in 2000 is still 
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astounding today, led by Stephanie Novacek, 
who patiently creates for Jo a spectrum of 
intimate depth and then explores it with a sure 
dramatic touch and a voice of power and 
beauty. She is equalled in emotional range and 
outdone in virtuosity by Joyce DiDonato’s 
explosive, radiant Meg. Silver-voiced Chad 
Shelton as Laurie is intoxicated in a refreshingly 
earnest kind of way, and golden-voiced Chen- 
Ye Yuan as Friedrich Bhaer is brilliant. 

The DVD has demonstration-quality sound 
both on the stage and in the pit, where the 
orchestra play with precision and style. As a 
calling-card for Mark Adamo, who is currently 
working on a commission from San Francisco 
Opera for the 2013 season, this release is also a 
convincing demonstration that Little Women 
could be an audience-pleaser wherever it plays. 
Laurence Vittes 


WF Bach oS 


Wohl dem, der den Herren fiirchtet, 
BR-WEB F19*. O Wunder, wer kann dieses 
fassen, BR-WFB F2". Ach, dass du den Himmel 
zerrissest, BR-WFB F3*. Got fahret auf mit 
Jauchzen, BR-WFB F10*. Sinfonia in D minor, 
BR C7 
*Mainz Bach Choir; 
L’Arpa Festante / Ralf Otto 
Accentus (©) 22 ACC20103 (85' + NTSC + 16:9 « 
PCM stereo & DTS 51+0+ T/t) 
Recorded live at the Augustinerkirche, Mainz, 
June 1, 2010 
An opulent setting for newly discovered 
works by the quirkiest of Bach’s sons 

ee In 1999 lost works by 
members of the Bach 
family were rediscovered 
in Kiev. Among them 
were cantatas by Wilhelm 
Friedemann, whose 
tercentenary last year was 
the occasion for a 
sumptuous concert at 
which they were revived. The live recording 
was made in the beautiful Augustinerkirche in 
Mainz, whose proportions impose a welcome, 
restraining harmony on the ornate rococo 
decoration. I mention the building first 
because its visual impact is integral to this 
project’s success, matching the splendour of 
the music. 

For it is truly splendid music, and this 

recording a worthy successor to the cantatas 
recorded 20 years ago by Hermann Max and 


the Rheinische Kantorei (Capriccio, 11/94). 
The usual cliché that these works reveal a new 
side to the composer is here amply justified, 
for whereas some of the choral numbers on 
the Capriccio discs seemed a tad 
undernourished, even perfunctory, the 
opening choruses here are elaborate and 
richly wrought, full of the incident that make 
Friedemann such an endearing figure (albeit 
an often misunderstood one). The text of the 
Christmas cantata Ach, dass du den Himmel 
serrissest (“Ah, that you might rend the 
heavens asunder!”) inspires him to particular 
boldness, as the choir sing a single line (not, 
incidentally, a chorale melody) entirely in 
octaves, and are suddenly interrupted, aptly 
illustrating the opening words, by the soloists. 
There’s some stunning instrumental writing, 
too, for the bass aria of the same cantata, in 
which the horns display quite astonishing 
athleticism. Many of the arias feature a pair of 
the same kind of obbligato instrument, at 
various times horns, violins and flutes, and as 
the band also includes trumpets, oboes, a 
bassoon and a continuo group boasting a lute, 
there is variety in abundance. 

‘The Mainz Bach Choir ts in every sense a 
full participant and the instrumentalists of 
L’Arpa Festante acquit themselves with 
distinction. The soloists are evenly matched, 
though the alto is perhaps slightly less assured 
in her delivery. The collective sense of 
commitment, even of enjoyment, is palpable, 
however. On balance, this may just be the best 
way to get to know a fascinating composer. 
Fabrice Fitch 


Mozart 


Cosi fan tutte 

ERI PRP secs ocsccaccassennnnnrcrcernnscracenl Fiordiligi 
Isabel Leomard 210% ...........0ececeeeersneeeeeees Dorabella 
Patricia Pe eileen 909 iiciisisisiisseeseistiesicscscsaseies Despina 
Topi Lehitipau tett.s.:.csicccccisecscssssssscsstissscseee Ferrando 
Florian Boesch bf. ::.:sis0<...0.-..0ssesesnsiesesee Guglielmo 
TO ETS sornecnncenresnszssssnszeazeseanns Don Alfonso 
Vienna State Opera Chorus; 

Vienna Philharmonic Orchestra / 

Adam Fischer 

Stage director Claus Guth 

Video director Brian Large 


EuroArts (©) (2) 2 207 2538; 2 207 2534 
(3h 11’ « NTSC = 1080 - 16:9 » PCM stereo and 
DTS-HD Master Audio 5.1 + 0+ N/s) 

Recorded live at the Salzburg Festival, July and 
August 2009 
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The-Opéra’makes a-new start withits-first Mireille 


THE FIELD 


Mireille 
Inva Mula sop Mireille 
Charles Castronovo tev Vincent 


QOurrias 


Sylvie Brunet contr 
Anne-Catherine Gillet sop 
Sebastien Droy contr 


Vincenette 
Andreloun 
Nicolas Cavallier duss............... Maitre Ambroise 
Amel-Brahim Djelloul sop Clémence 
Ugo Rabec bar La Passeur 
Chorus and Orchestra of the Opéra National, 
Paris / Marc Minkowski 

Stage director Nicolas Joel 

FRA Productions ©) (2) 22 FRAOO2 

(179 « NTSC « 16:9 « Stereo and DTS 5.1+ 0 « N/S/s) 
Recorded live, September 2009 

Extra features include a conversation between 
Nicolas Joel, Marc Minkowski and Christophe Ghristi 
This production, filmed at the Palais Garnier 
in September 2009, marked a return to 
traditional values. ‘The new director of the 
Opéra National de Paris, Nicolas Joel, wanted 
a clean break from the controversial reign of 
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his predecessor and 


chose to open his first 
season with Gounod’s 
Mireille, getting its first 
ever performances at the 
7 Opéra and ina 

i production of his own 
f ) 4 that put the emphasis on 
= traditional realism. 

The live DVD recording is very well 

filmed — an obvious first choice for a 


- r 


collector, even if there were many 
alternatives, which there aren’t. The 
pastoral landscape of Provence, so 
important to Gounod as he composed this 
opera, is beautifully evoked. For Act 1 Joel 
and his designer, the veteran Ezio Frigerio, 
show us a period picture of country girls in 
straw hats and pinafores gambolling 
through the fields just before the harvest. 
‘The scene is so realistic that one half- 
wonders if a real cornfield was dug up and 
planted on the Palais Garnier stage. Later 
settings are sparer in style — the cornfield 
persists for Act 2 instead of a change of 
scene to the amphitheatre at Arles and the 


Crau desert is simply a huge burning sun on 
the backdrop — but everything feels true to 
the opera’s pastoral spirit. 

The musical performance is equally fine. 
Inva Mula, a nicely lyrical Mireille, rises to 
the challenge of a role as taxing as 
Marguerite in Faust with only occasional 
signs of strain, notably in the brilliant 
showpiece ending to her Act 2 aria which 
Gounod was elbowed into adding before 
the premiere. Charles Castronovo looks 
ideal as her rustic lover, Vincent, and sings 
with a winning blend of poetry and ardour. 
‘Their respective fathers, played by Alain 
Vernhes and Nicolas Cavallier, become 
rather stiff stereotypes but Franck Ferrari 
makes a credibly jealous rival out of 
Ourrias. Mare Minkowski conducts the 
five-act version of the opera with his 
customary light touch and no 
embarrassment about indulging Gounod 
when he is at his most sentimental. It seems 
unlikely we will find the “simplicity and 
delicacy” of Mireille — Joel’s words — more 
faithfully represented than this. 

Richard Fairman 
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DVD & Blu-ray reviews 


Claus Guth’s vision of Mozart's opera is 

dramatically gripping and convincing 

German theatre director 

Claus Guth is on quite a 

- roll with his three 

P modern-dress Salzburg 

Mozart/da Ponte 

_ productions and his 1850s 
illa Wesendonk-set 

Ziirich Tristan (hopefully 


to be released soon), 


P34 
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Superficially, this Cos? is updated to some 
contemporary party set in the girls’ two- 
storey apartment. On the wall are wooden 
tribal masks — trendy decorations, but rapidly 
adopted by Alfonso and the boys for use as 
“Albanian” disguise. Alfonso himself and 
Despina (especially) move in a stylised, non- 
naturalistic manner when the four lovers are 
not watching them: they become, almost, 
18th-century gods controlling the acting and 
relating of the couples. So, a 21st-century 
look but a clear reference back to Ariosto 
and Marivaux, sources which da Ponte used 
for a libretto that was his only original work 
for Mozart. 

Guth is deft at choreographing the pain 
and the embarrassment of “wrong” couples 
getting together. The recitative following 
the Act 2 serenade in the garden lasts a long 
time as the attempts to talk and flirt produce 
only awkward pauses and staggering banalities 
about the weather — funny and cringe-making 
at the same time. The scene between the 
boys after Guglielmo has (as clearly pointed 
here by a bedroom exit) made love to 
Dorabella is paced as an unbearable wait for 
the truth to emerge. 

The latter part of Act 2 seems unfinished in 
comparison with what precedes it. Some 
naturalistic questions, which Guth has not so 
much avoided before but shown to be 
irrelevant, are now rather muddied. It’s 
unclear why Petibon’s Despina, a cross 
hitherto between a hip young working 
charlady and a plotting goddess, has the angry 
lines Mozart and da Ponte provide for her 
when the Alfonso plot is fully revealed. It’s 
very unclear what is the sisters’ attitude to 
their “real” lovers’ return: Brian Large’s 
cameras track only Miah Persson’s Fiordiligi 
here. She seems to show contempt and 
indifference but the home viewer doesn’t get 
the whole picture. 

Despite these reservations — and Salzburg 
has recently announced re-studied versions 
of all three productions for summer 2011 — 
this is already a mighty contribution to the 
otherwise rather naturalistic Cosi filmography. 
Its musical performances are solid (the local 
press described Fischer and the Vienna 
Philharmonic Orchestra as “conventional 
and at mezzo-forte throughout”); its acting 
ones much more than that. 

Mike Ashman 
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Wagner 


Die Meistersinger von Niirnberg 


Franz Hawlata bass-bar........cccccceseen Hans Sachs 
Klaus Florian Vogt tett.........cccccccceeeeee Walther 
WEBCT ACRE TERUG ID scsrcecisctassensscarconnnagnasereorrnencens Eva 
Pir tite EG ti Baten... nnnesverensnsnnnnzerncsnnescnsnenses Pogner 
Michael Vollle bass ..............:.ccccsesseeesees Beckmesser 
Woshert Eanst tent. sisiccciscsssasastencsinstistensseisins David 
Carola Gubber S09) «..:.c:cccisisssssssssscseseoeseens Magdalene 
PARTIE UTE ae oc cconsnsarexaregernessenessnnsanny Kothner 
Charles Reid 222...............ssssssssserevevssess Vogelgesang 
Weimer Zeman Haye ss sissies ieee Nachtigall 
Edward Randall tent ......:.:.....s.csssssssssssseeessvoesess Zom 
Hans-Jiirgen Lazar tert .........cceceeeeee Eisslinger 
SiR ts TRE OR cosnnsnescererscnsesenresusssnnsases Moser 
Martin Snell bass............ssssceseeeeseresesesseeeererers Ortel 
Andreas Macc bass.......cccccceceeseeeeeeeen Schwarz 
Diogenes Randess bass .........:.c:ccessssesseseseeeeeeeees Foltz 
Friedemann Rohlig hass................ Nightwatchman 


Bayreuth Festival Chorus and Orchestra / 
Sebastian Weigle 
Stage director Katharina Wagner 
Video director Andreas Morell 
Opus Arte (&) @) 22 OA1041D; “2 OABD7078D 
(Sh 6’ + NTSC + 16:9 « 1080) « LPCM stereo, DTS 5.1 and 
DTS-HD Master Audio 5.1 + 0 + N/S/s) 
Recorded live 2008 
Includes Cast Gallery and ‘Making of Documentary 
Katharina Wagner seeks to address issues 
that have dogged Bayreuth for decades 
Katharina Wagner at first 
presents Walther von 
Stolzing as a paint- 
spraying performance 
artist and Beckmesser as a 
retentive, Reclam 
photocopying pedant 
(Reclam in Germany 
™ publishes a small uniform 
yellow edition of every great work of the 
nation’s literature, and many foreign ones too). 
Hans Sachs’s tie is messily undone at the 
Masters’ assembly and he chain-smokes 
throughout. He finds Beckmesser boring and 
amusing by turns but is riveted by Walther’s 
improvised creation on the Masters’ high table. 
This nicely observed updating would be 
enough to sustain some productions for a 
whole evening. But, for Katharina Wagner, 
this is just the up of the iceberg, In Act 3 she 
presents a volte-face of traditional alliances, 
interspersing that with representations of 






Die Meistersingers 
von Nirnherd 


what she calls the piece’s “very unfortunate 
history”. The consequence of the nocturnal 
plots and riot in (a not yet flawlessly staged) 
Act 2 is that Sachs and Walther sell out and 
join the reactionaries. 

Before we get to the Festwiese (with its 
Wieland Wagner-ish bleachers), the “blessed” 
Quintet is played as a parody of sentimental 
National Socialist family pictures, replete 
with Walther’s and Eva’s children-to-come. 
Then, in the entry music of the guilds and 
girls from Fiirth, Sachs takes part in a dark 


night of the soul in which German masters of 
art in carnival-sized masks (including Wagner 
and Goethe) are overtaken by scenes of book- 
burning and anti-Semitic authoritarianism. 

A new hero then appears in competition — 
Beckmesser. He performs not a self-parodying 
stumble through Sachs’s song but a staged 
happening more colourful and obscene than 
anything Walther has shown earlier (it could 
be read as a Nazi nightmare of “decadent” art, 
performed by the character often considered to 
be one of Wagner’s Jewish portraits), Walther 
then performs the establishment’s winning 
prize song entry in slushiest X Factor style and 
collects a huge cheque. 

Wow! Did Wagner write all, or any, of 
that? Not literally, of course, but many people 
throughout the last century have thought (or 
even hoped) that he did. And, as the director 
comments, “in Bayreuth, above all, we finally 
need to address this issue”. 

Some may consider Michael Volle’s 
Beckmesser a little too bel canto — he employs 
none of the comic vocal mannerisms that, say, 
Derek Hammond-Stroud uses on the Chandos 
Goodall set (10/08) — but his range of vocal 
colours and accents easily encompasses the 
range from suspicious pedant to wackily 
inspired improviser that he portrays. Sachs is a 
big sing for the ever-versatile Hawlata but he 
manages the tricky task of being faithful to 
both his Wagner family masters and no one 
may feel cheated by his serious delivery of 
either Flieder or Wahn monologues. Vogt 
(and Weigle’s accompanying) make his lighter 
Heldentenor as suitable for his role as his 
height and appearance are for this staging. 
‘This is a more consistent cast than that of 
Bayreuth’s recent Ring; the remaining musical 
performances, maestro Weigle’s relatively light 
and swift traversal of the score included, 
demonstrate complete identification with the 
production. But as all stage productions should 
be, this is 200 per cent a Meistersinger to see. In 
the best tradition of Wieland Wagner the 
great re-stager, the 2008 performance of the 
production preserved here — the first “live” and 
Blu-ray filming from actual Festival 
performances — is already a little obsolete, 
modified annually by telling changes to 
soloists’ costumes and Beckmesser’s act in the 
song contest. Mike Ashman 


Wagner 

Rienzi 

SEEN ROMER TOM sosscsenvsemsansnsssotnesesnaseesenserren Rienzi 
Camilla Wyland sop iiiiii2tiiee cee Irene 
Ante Jerkunica biss...........0000000+ Steffano Colonna 
Mae AGG CU: Ge ss ssssiciensssssanesnnstazsncnessscses Adriano 
Krzysztof Szumanski basy..........c. Paolo Orsini 
Lenus Carlson baritone... Cardinal Orvieto 
Clemens Bieber ten.............cccccccsssesesseess Baroncelli 
Stephen Bronk lass «2.0.0.0... Cecco del Vecchio 


Chorus and Orchestra of the Deutsche Oper, 
Berlin / Sebastian Lang-Lessing 
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Stage director Philipp Stélzl 

Video director Johannes Grebert 

ArtHaus Musik © @) 2 101521; 2 101522 

(156’ « NTSC « 16:9 + 1080) « PCM stereo, DTS 5.1 and 
DTS-HD Master Audio 5.1 + 0 + N/S/s) 

Recorded live 2010 

Special features include ‘Making of’ documentary 
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down version of the opera 
This performance calls 
itself a “version in two 
Fs Sr = parts by Philipp Stélzl (the 
a ee stage director here) and 
Christian Baier”. It plays 
for 156 minutes as 
opposed to the 
217 minutes of EMI’s 
1976 recording of the first 
printed score of 1844 (2/92*) or the 
280 minutes of a fuller reconstruction for the 
June 1976 BBC broadcast conducted by 
Edward Downes (a pirate appeared on Ponto). 
‘That’s an awful lot of opera to be lost. In 
Wagner's Rienzi: A Reappraisal (QUP: 1976) 
John Deathridge explains the error of Cosima 
Wagner and Julius Kniese’s attempt to carve a 
shorter music drama from the score: “they cut 
out or seriously distorted some of the best 
music in the work which, because of 
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Wagner’s difficulty in reconciling his musical 
instincts with the apparatus of ‘grand opera’, 
stands outside the main course of its dramatic 
development.” His comments may be equally 
applied to the present reduction. 

This new Berlin production follows a trope 
now familiar from modern stagings of the 
work — Rienzi is Adolf Hitler. The young film 
and video director Stélzl and his four-woman 
creative team throw the kitchen sink at this 
idea: no relevant filmic reference, from 
Chaplin’s The Great Dictator via Fritz Lang’s 
Metropolis and Leni Riefenstahl’s Triumph of 
the Will to Oliver Hirschbiegel’s recent 
Downfall, is left unquoted in design or acting. 
Torsten Kerl’s considerable vocal and visual 
impersonation of the title-role has absorbed, 
and reproduces, Chaplin’s Hitler to an almost 
frightening degree and even Kate Aldrich’s no 
less imposing Adriano, in Nazi bell-hop 
uniform and quiffed hair, has acquired some 
expressionist Chaplinesque naivety. 

These references are supplemented by 
video-screened footage of the Nazi military 
and the mountain view from Berchtesgaden. 
‘The crowd scenes are dressed and played as 
Brechtian “epic” theatre — distorting face 
masks, non-naturalistic acting, deliberately 
clumped-up crowds. ‘The Berlin chorus 
deserves applause for its plucky singing in the 
busy conditions of this production but its 
acting and movement are, without wishing to 
sound chauvinist, not yet the equal of our 
director- and choreographer-hardened British 
opera choruses. The orchestra rides through a 
rough Overture to accompany with gusto, if 


www.gramophone.co.uk 





not subtlety. The TV filming tries with some 
success to mix up the (intentionally) flat-on 
look of the staging for a small screen. 

Someone now needs to be brave enough to 
stage Wagner’s full musical intentions for this 
innovative apprentice score. For the moment 
this new release, the only official filming of 
the opera to date, provides a committed and 
well-sung preview of Kienzi’s attractions in a 
lively production. Mike Ashman 
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‘Russia’s Child Prodigies’ 
Documentary featuring Irina Chistyakova, 
Nikita Mndoyants, Dmitry Krutogolovy, 
Elena Kolesnichenko pfs 
EuroArts © 2 205 7418 (98' » NTSC + 16:9 + 
PCM stereo and DTS 51+0+s) 
A sobering look at the unfortunate fz 
of many promising young musicians 
® | This dreary if perversely 
instructive DVD charts 
the ups and downs 
(mainly downs) of four 
young Russian pianists 
as they journey from 
their early prodigy years 
to a bleak and uncertain 
= future; an all-too-rapid 
move from innocence to experience, Film of 
early acclaim and an assumption that fame 
and fortune are a natural heritage leads to a 
quagmire of contradictory advice from 
“professors” and competition jurors. To be 
told that your performance was too slow 
only to be told that the same performance 
was too fast is hardly enlightening, while 
attempts to explore an infinitely rich 
repertoire are all too often treated with 
scorn and indifference.Whether in Russia, 
Germany or France much of the teaching 
on display looks shoddy and irresponsible. 

Yet at the heart of this DVD is “god’s curse 
on pianists” and a competition scene that has 
proliferated throughout the globe. Here 
agents in particular unite to declare that 
without a first prize in a major competition 
you have no chance of a career; a 
characteristically lazy and absurd assumption. 
Many of today’s most celebrated and 
potentially celebrated pianists have achieved 
their status without such artifice. Today the 
majority of competition winners are quickly 
forgotten, their brief celebrity eclipsed by their 
successors. More encouragingly, some of 
today’s most gifted young pianists have 
achieved recognition and recording contracts 
without such adventitious aid. Meanwhile, the 
luckless four on this DVD are left in a sad 
limbo, their years of study leading only toa 
stark and uncertain future and leaving one 
participant to bewail “nobody wants me!” For 
her, as for her companions, music has become 
the reverse of life-enhancing, a neurotic rather 
than an enriching obsession. Bryce Morrison 
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Rob Cowan's monthly survey of reissues and archive recordings 


‘Parisian and ‘rXennese Eloquence 


More treasures from the Decca back catalogue make a welcome return 


wo eminent theatre conductors take centre stage for 

the latest batch of Australian Eloquence reissues: 

Albert Wolff, who holds the record for giving the most 

performances of Debussy’s Pelleas et Melisande, and 

Anatole Fistoulari, husband of Mahler’s daughter Anna, 
conductor at the Ballets Russes and, years later, principal conductor 
of the London Philharmonic. Fistoulari’s early stereo LPO recordings 
of Ippolitov-Ivanov’s Caucasian Sketches and Gliére’s ballet suite The 
Red Poppy (both previously out on a 1958 RCA LP) are characteristic 
examples of his red-blooded approach to Russian music, the Gliére suite 
ending with a supercharged account of a “dance” that we know as “The 
Russian Sailor’s Dance”. The Gliére sounds rather more vivid than the 
Ippolitov-Ivanov but both more than pass muster. 

The other Eloquence Fistoulari release, a double-pack called “The 
World of the Ballet”, sees another much-loved RCA LP return on 
silver disc, namely a coupling of Lecocq’s sparkling Mam’selle Angot 
(arranged by Gordon Jacob) and the suites from Walton’s Fagade, both 
with the Orchestra of the Royal Opera House, Covent Garden, and 
both sounding as fresh now as they did when the original sessions were 
taped, A tasty menu of Verdi, Mussorgsky, Rossini and Saint-Saéns 
“opera ballets” (all with the Paris Conservatoire Orchestra) will surely 
boost energy levels, the Samson et Dalila Bacchanale especially — just 
try the close! — and there are older but hardly less sparkling accounts 
of Antal Dorati’s jaunty Johann Strauss ballet Graduation Baill, the Don 
Quixote Pas de deux by Minkus and Weber’s Invitation to the Dance in 
Berlioz’s orchestration, all with the New Symphony Orchestra. 

The Weber/Berlioz also turns up on one of three Eloquence double- 
packs devoted to the art of Albert Wolff, “Invitation to the Dance”, 
which opens with a famous recording of Glazunov’s The Seasons ballet, 
a little stolid at times, perhaps, but full of lovely things, though [’m 
not convinced that Wolff quite measures up to Désormiére, Ansermet 
or Irving in this adorable score. Wolff's performances of Ravel’s Bolero 
and Alborada del gracioso are in a quite different class — sultry, powerfully 
evocative and acutely attentive to detail — and he weaves parallel quotas 
of magic (and occasional drama) for Biisser’s version of Adam’s Giselle 
and the three familiar dances from Falla’s The Three-Cornered Hat. 

Some of the Wolff material has already appeared on Testament, for 
example Massenet’s Scenes pittoresques and Scenes alsaciennes, both of which 
arrive via Decca Eloquence’s new collection “Féte 4 la frangaise”. The 
same package includes more Massenet (the wonderful Phédre Overture, 
and Prélude and “La nuit de Noél” from Werther), the somewhat over- 
expansive Impressions d’Italie by Gustave Charpentier, Lalo’s Rapsodie 
norvegienne, A minor Scherzo and Le roi d’¥s Overture, and two 
masterworks by César Franck, Le chasseur maudit and Redemption. The 
invariable keyword for Wolff is “balance” (a concept that’s much aided 
by fine vintage Decca engineering), with canny pacing as an essential 
runner-up priority. “Overtures in Hi-Fi” features an exceptional sequence 
of Berlioz overtures, some of them admittedly more “hi-fi” than others, 
but Les francs-juges in particular is a truly classic performance, building in 
excitement as it progresses, with a joist-shaking bass drum to help bolster 
the effect. The remaining overtures are by Hérold, Reznicek, Suppé (a 
quite marvellous Pique Dame), Nicolai, Saint-Saéns, Adam and, most 
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delightfully, five overtures by Daniel-Frangois-Esprit Auber. Wolffs 
performances are consistently idiomatic, whether in poetic or dancing 
mode, and he draws the very best from his highly capable French forces, 
the Paris Conservatoire Orchestra perhaps having the edge over the 
Orchestra of the Opéra-Comique. Sound-wise, both the mono and stereo 
tapes have been very effectively refurbished. 

Wolffs consistent musicality has its chamber music parallel in the work 
of the Vienna Octet (Wiener Oktett), which is also being handsomely 
celebrated on Decca Eloquence, sometimes in alternative recordings of 
the same score. Mozart’s Divertimenti K287, 334 and 247 appear both 
on the collection “Mozart from a Golden Age” (recordings from the early 
and mid-Fifties) and, in early Sixties remakes, on a programme of “Five 
Divertimenti”. Choosing between them is no easy (or straightforward) 
task, though the earlier set has that extra degree of sparkle, whereas 
the later one adds an element of warmth and, in terms of sound, spatial 
definition. “Same difference”, you could say, with two versions of the 
Clarinet Quintet, both featuring clarinettist Alfred Boskovsky, the earlier 
version (with works by Brahms and Barmann) a brighter blend if more 
thinly recorded than the 1964 remake which comes coupled with the 
Kegelstatt Trio, the Mozart and Beethoven Quintets for piano and winds, 
and Michael Haydn’s Divertimento in G, Other Octet collections feature 
Schubert, Spohr, Romantic chamber music, 20th-century music and, 
especially interesting, Dvorak — his two late string quintets, the Sextet, 
Op 48, and the Bagatelles, Op +7. And there’s a Dvorak bonus, the Janacek 
Quartet dancing their way through the American Quartet, more buoyant 
than the Oktett performances and which shows up the one minor quibble 
I have about the Viennese group’s playing, namely a very occasional sense 
of “sameness”. But it is only occasional and in most other respects these 
are exceptionally satisfying performances, again beautifully transferred. 









































w Gliére. Ippolitov-Ilvanov Orch \Vks Fistoulari 
wane Decca Eloquence © 480 2428 
' Various Cpsrs World of the Ballet Fistoulari 
© @ 480 2391 
Various Cpsrs [nvitation to the Dance Wolff 
© @ 480 2388 
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w © @ 480 2382 
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© @ 480 2385 
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Archive Recordings Replay 


‘Fistoulart’s early stereo 
LPO recordings are 
characteristic examples of 
his red-blooded approach 
to Russian music’ 
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11 Broad Street, Bath, BAI 5L] 
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CDs SENT POST FREE IN UK 





SHOSTAKOVICH: Violin Concerto 1 (+ Kancheli/Part/etc); Batiashvili/Salonen 
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EDITOR'S CHOICE 


BARTOK: Sonata for 2 Pianos & Percussion, etc; Graumacher Piano Duo/ete 


INOUE LURE i i555 waniy Soot oi Ramaw awh akepmerpanseceneusue es £13.99 
HINDEMITH: Music for Viola & Orchestra; Power/BBC SSO/Atherton 

Oo, ERT RTE TP Me Tr ee £12.99 
LISZT: New Discoveries Vol 3; Leslic Howard 

Feppenan COA -C7EIG GD): ooiccccs cncenetinennesiawewnons £12.99 
MAHLER: Symphony 2; Royal/Kozena/BPO/Rattle 

RL Oy NR EI an nao 00 ss openeie tajacn eed om eeaiecm iene eee £12.99 
MAHLER: Symphony 9; WDR SO Koln/Saraste 

POSE. VTE PROS cc ened hietawnbend decade weceareceeseveene £8.99 


PIERNE: Piano Concerto/Ramuntcho Suites/etc; Bavouzet/ BBC PO/Mena 


Cpeneebet COPIA SOG89 oc occikcictds we cnsca wesw aeecdagescaaae £12.99 
SAINT SAENS: Music for Wind Instruments; National Arts Centre Wind QNT 
POMS: SET TOG i a Siihaineacl aca sias Kuaete Melba heen eeuWianwle mas £5.99 
TALLIS/BYRD: “Cantriones Sacrac 1575"; Alamire 
RS SeRONIN: CORD NUD LE IID 0 0.0. wie erbidivin alee srdcacers Arnis (erm Maer £16.99 
VIVALDI: Flute Concertos; Kossenko/Arte Dei Suonatori 
i aR £12.99 
DVD - GOUNOD: Mireille; Mula/Castronova/Ferrari/Minkowski (Paris) 
SUR ee RAV EINE o's 0 cc ¥ che eepaanneicas Riders caupaneniee £29.99 


(Also available on Blu-Ray, OABD 7065D, £29.99) 
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ALLEGRI: Miserere (“& the Music of Rome”); Cardinall’s Musick/Carwood 
Fiypetian COA GI6G8 3. 5 isse cc cw sessrswesisswneeee worse £12.99 CRO 977 SiOS 82 OG ois cates cieonaewcewrcenmeas ¢t-eminieis £25.99 
BACEWICZ; Piano Sonata 2/Piano Quintets | & 2; Zimerman/ete HURD: Pop Cantatas (Jonah-Man Jazz/etc); cond Corp 
Ion Et cw met enE rere ehe err yee weRrErTEEN ee £12.99 Se OR nee £5.99 
BACH: Brandenburg Concertos 1-6; Orchestra Mozart/Abbado “A Lesson in Love”; Kate Royal 
TS B77: BOOS CIO 5 :0'8:4)0)920 10 c1einiere.enn ennai aeieisaiginines ejected £15.99 BO: PON DIU ete cCner cdc suniksh sare One udeeDeiciuiiea sens £10.99 
BACH: Cantatas & Arias; Elizabeth Watts/English Concert/Bicket LISZT: The Complete Piano Music; Leslie Howard 
Harmonia Mundi HMU 807550 (SACD) ........ 565460000055 £12.99 Hyperion CDS 44501/98 (98 CDs!). 00... 6c cee s eee cen veces £220.00 
BACH: Sonatas & Partitas for Solo Violin; Beznosiuk “The Lyrical Clarinet” (Poulenc/Finzi/Part/etc); Collins/McHale 
Rieke CRIS FOG 12 SACI iie'gcsinn nase orem immie Waiwlenien ene mala £12.99 SNR CEIAN ROGET a siviyisn cs naccinds Hw Se eKS RWI AR EMERD £12.99 
J L BACH: Trauermusik; Soloists/AAM Berlin/Rademann MAHLER: Symphony 5; LSO/Gergiev 
Harmonia Mundi HMC 902080 .............sseeseeeeeseee £12.99 LSO COREE 0 irn.s asia a RR EAU E Mae Oa malAnNiess £8.99 
BALAKIREV: Piano Sonata/etc; Danny Driver MONTEVERDI: 1610 Vespers; L-Arpeggiata/Pluhar 
Peete COA CIOS snr sFesercsetses tees yassspansetses £12.99 Virgin 641 9942 (CD 82 DVD) 2c cccccsvcccersccccsvecccees £12,99 
BEETHOVEN: Piano Concertos 4 & 5; Sudbin/Minnesota Orch/Vanska MONTEVERDI: 1610 Vespers; OAE/Howarth 
BUS SACD T7SG. oi oe! v0.0 c 0'0:6:0 4166-0 00's 60.0 a.6 0 eennebeveceye £12.99 Signem SIGCD 237 (2 CDs) ..ccciseccsiscsevivsccsivessens £19.99 
BLOW: Venus & Adonis/etc; Theatre of the Ayre/Kenny MOZART: String Quartets K 157 ,458 & 589; Jerusalem Quartet 
Wigmore Hall. WHILIVE 0043 «i. 2. oo. i ii ees ees £8.99 Harmonia Mundi HMC 902076 ..... 2.0... 20sec eee eeeeees £12.99 
BRAHMS: Piano Sonatas 1 & 2/etc; Melnikov MOZART: Symphonies 39 & 41 (live 2006); English Baroque Soloists/Gardiner 
Harmonia Mundi HMC 902086 ..........00 0c eee ee we eees £12.99 Sale Eden Kokawin SONS Fi iia5e sis g pnw nicsa ws Rianne Cad pe aUE £12.99 
BRAHMS: Symphonies 1 & 2; Bavarian RSO/Jansons “Music from the Reign of King James 1”; Westminster Abbey/O’Donnell 
BR Kiel: 900/113 GAGE. wcspcevencveneevncer nen canvnn £12.99 Paymenton: GINA GIOS6 «6 0cn6s a eet sewer ene ew eE eee iwnn es £12.99 
DEBUSSY: La Boite a Joujoux/etc; Orch National de Lyon/Markl “Orpheus in England” (Dowland & Purcell); Kirkby/Lindberg 
INGBO6 O57 ZIOD 0:06:50: 0 0:0:6:5-0:0:0:0;0:0;0:0:04:401010 00.9, 0 00.0 ee ee eee £5.99 LD RD EFS «0: 6:5;0:4.9;0.9:0:0:6 0:00 0,040 bie 9:44 nln epe ae eeen eiig 64.000 £12.99 
“Diva Divo”; Joyce DiDonato/Ono ROGIER: Missa Domine Dominus noster/etc; Magnificat/Cave 
NARRAD: | ORE DOCG. w.9 9062 HED EEN EN ETRE CHES SESE E NER YN AS £12.99 Rani ED Oe CA) sa ero 0.4.0.6 0.04.05 0 0H 0.646. PONENT OREO KOS £12.99 
Brian EASDALE: Film Music (Red Shoes/Kew Gardens/etc); BBC NOW/Gamba SCARLAT Tl: Sonatas: Tharatad «0:0 0:0:0:0,0\0\0-6:0;0:0.9:004:0.0\0 vienele ep eiaoes.siele-s 
eed CASAS BOG IG 6 oss 0 n'a 5 we asiise ep eacenneieme’ yeu £12.99 Vitae GSA GGG oo. cceicenesgeue sescveneanesavee penis £12.99 
D’ERLANGER/CLIFFE: Violin Concertos; Graftin/BBC NOW/Lloyd-Jones SPOHR: Symphonies 8 & 10; Orch della Svizzera Italiana/Shelley 
Paypersm CODA G7BIB 0 ous |s,0:0:0)n:9\s.0:0 vi pivien-die9i0,0 a eieisinre en sein £12.99 Pyperion. CIA G7002 ' « o:6:xic:n's.010's19.0:0,0:0i¢0sol9;vsle ssieldee canes £12.99 
GRAINGER: The Percy Grainger Edition; Various artists TCHAIKOVSKY: Symphonies 1-6/etc; Gothenburg SO/Jarvi 
Chandos CHAN 10638 (19 CDs). 0.0.00 0s ect cence eee eneeee £53.99 BIS. CE 169 71S GCDB 1 cc-cinccswrvrivesiccsetecccessesesna £25.99 
HAYDN: Songs & Canratas; Kirkby/Hadjimarkos VICTORIA: “Hail, Mother of the Redeemer”; Sixteen/Christophers 
LC, RIG oon scce ees wios.c:o plane teme Dee ery RHR £5.99 AA IR EIR 500 is 905 6 8 A By SN OER BRON ER URO £12.99 
HOLST: The Planets/Japanese Suite/Ben Mora; BBC Philharmonic/Davis WAGNER: “Tristan & Isolde — an Orchestral Passion"; RSNO/Jarvi 
Cpa CEA: SUG6 GACD) 5 aes. 0:6: 9:0:04:0 9.44 ni000-0'b-om decrees £12.99 Chedes:' CHSA S087 (SACD) io ccscccciecstnsecsesaass epae £12.99 
NEW DVDS 
BACH: French Suites 1-6/Ttalian Concerto/etc; Andras Schiff MOZART: Symphonies 35 & 36/Piano Concerto 22/etc; BPO/Barenboim 
Eurcasts 205.6158 (2 DVDS) ois sins aasocdnccesseveeeewineea £34.99 Euroarts 202 0208 (DVD + Catalogue)... 1.6.6.6 sc ce cece eee eee £7.99 
(Also available on Blu-Ray, 205 8134, £29.99) “A Musical Odyssey in St Petersburg”; Fleming/Hvorostovsky 
DONIZETTI:; Maria Stuarda; Ganassi/Cedolins/Bros/Carminato (La Fenice) Rents OPE SIOF sas daiss cis ose t teed ages hieecnsastness £15.99 
C Maier FOC DUG occ srikces cinechvcaeue seca scies ween seas £24.99 “New Year's Eve Concert Gala 2010"; Garanca/BPO/Dudamel 
(Also available on Blu-Ray, 704 304, £29.99) Le 7 ia aegis ARS ERRNO TORE ES £15.99 
MAHLER: Symphony 9; Lucerne Festival Orchestra/Abbado “New Year's Eve Concert in Dresden”; Fleming/Thiclemann 
ORNS TEN AROEE 65658 H8 OHSS ANSE SETS TRE RRR £19.99 Re Se 50 2855 Vas 4 We ELEES 9 SHEEP 4E ERE REARS £15.99 
(Also available on Blu-Ray, ACC 10214, £29.99) ROSSINI; Armida; Fleming/Brownlee/Frizza (Met) 
MONTEVERDI: L’Orfeo; Nigi/Invernizzi/Mingardo/ Alessandrini (La Scala 2009) Ener B75 SOLE CL EVI i o'5:5.0 cinicibica'incceenu de cuwbiained nes £24.99 
alans Finte CR GSI sooo ong ian Sh nswneg deewesescessenctes £24.99 WAGNER: The Ring without words; Berlin Philharmonic/Maazel 
(Also available on Blu-Ray, OABD 7080D, £29.99) EENTN ERED: RUN. & bis. ninstirninieipioin Sieeiningasere nie ical wana e ni £24.99 


(Also available on Blu-Ray, 205 7604, £29.99) 


Don't forget this is only a fraction of our stock, if there is anything else you would like please ask. 
A full list of available classical DVD and Blu-Ray titles is available on request 
(Special offer prices valid until the end of March 2011 or while stocks last) 
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The Furtwi 


ngler wae 


Wartime ee ‘s stir the soul 


an back a further decade or so to wartime Germany and 

the Berlin radio engineers were busy capturing some highly 

intense performances by the Berlin Philharmonic under their 
much-loved chief conductor, Wilhelm Furtwangler. Regular 
Gramophone readers hardly need reminding that these by now 

famous recordings have been reissued countless times, both “officially” 
and “unofficially”, and with widely differing results, but these latest 
refurbishments by Pristine Audio warrant some comment. To my ears, 
the best examples of Andrew Rose’s work on behalf of Furtwingler are 
the Schubert Ninth from 1942 (coupled with a post-war Unfinishe:d), 
where added bass and a smoothing-off of fierce higher frequencies 
definitely have a beneficial effect, and the Bruckner Fifth, also from 1942, 
where the sound frame is again granted extra depth. It’s interesting to 
compare these transfers with a perfectly acceptable “straight” version of 
an equally celebrated 1944 Furtwangler Bruckner Eighth with the Vienna 
Philharmonic issued by Musical Concepts, which, although cleanly 
focused, lacks the illusion of perspective that Rose contrives for his series. 
The 1944 Furtwangler Bruckner Ninth, which was for many years 

a “historical” staple of the DG catalogue, is the least well recorded of 
any, and even Rose can’t quite eradicate some of the more crumbly 
elements of the sound. Performance-wise, all four performances stir 
the soul and set pulses racing. There’s nothing else like them on disc. 
Rose has also put out the maddeningly incomplete Bruckner Sixth 
(coupled with the Telefunken version of the Seventh’s second 
movement) and the Stuttgart VPO Fourth, with starts with a horn fluff. 


Hermann Abendroth, although an interesting interpreter, wasn’t quite in 
Furtwangler’s league, though his many records and broadcasts are always 
worth hearing. Pristine have released fine Mark Obert-Thorn transfers 
of various unusual Abendroth 78s, mostly from Berlin in the late 1930s — 
including a forcefully stated Beethoven Fifth, Liszt’s first wo Hungarian 
Rhapsodies, a rather wishy-washy Finlandia, Erné6 Dohnanyi’s “Wedding 
Cake” Waltz and, most frustratingly, a wartime Paris Conservatoire 
Orchestra recording of Reger’s Variations on a Theme of Mozart that stops 
short of the work’s crowning glory, its fugue, which was never actually 
recorded — or at least never released on 78s. Scandalous, I say — though 
what we do have of the work is compellingly performed. 























Schubert Syms Nos 8 & 9 Furtwangler 
Pristine Audio © PASC253 

Bruckner Sym No 5 Furtwangler 
Pristine Audio © PASC255 

Bruckner Sym No 8 Furtwangler 
Musical Concepts @ MC109 

Bruckner Sym No 9 Furtwangler 
Pristine Audio © PASC251 

Beethoven Sym No 5, etc Abendroth 
Pristine Audio ©) PASC256 














Toscanini in ACY, “Dohndanyi in London 


Plus Goossenss Rimsky and Ormandy’s Bach 


n 1945 Furtwangler’s arch-rival across the pond, Arturo Toscanini, 
returned to his old orchestra, the New York Philharmonic 
Symphony, to conduct their annual Pension Fund concert at 
Carnegie Hall. These are extremely interesting performances, less 
frenetic than some of the maestro’s hard-driven later broadcasts, 
and fairly well transferred on a new Guild CD, though I would have 
welcomed rather less in the way of filtering. The programme is fairly 
characteristic, Haydn’s Clock Symphony (lean and transparent), a hotfoot 
trip past The Pines of Rome, the bass drum pounding energetically for 
the final straight, an eloquently drawn account of The Swan of Tuonela, 
a full quota of gravitas for Siegfried’s Funeral March (with more music 
than we usually hear) and, to close, an energetic Euryanthe Overture. Also 
from Guild, a lower-voltage coupling featuring the more temperate art 
of Eugene Goossens in Rimsky-Korsakov’s Sheherazade (LSO in 1959, 
stereo, ex-Everest) and Mussorgsky’s Pictures at an Exhibition in Ravel’s 
orchestration, recorded with the Royal Philharmonic in 1957 for EMI 
in mono. Yes, there are nice touches here and there, especially in the 
Rimsky, but neither performance strikes me as far enough out of the 
ordinary to warrant special attention. 
A disc of Bach transcriptions with the Philadelphia Orchestra under 
Eugene Ormandy parades an exceedingly glamorous tonal profile, the 
transcribers ranging from Ormandy himself (a sonorous Passacaglia and 
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Fugue) to Elgar. The recordings date from between 1947 and 1955 and 
sound exceedingly well. “Dohnanyi in London”, also from Pristine, offers 
plenty in the way of musical character, including two fine examples of 
the composer as pianist, in Mozart’s G major Piano Concerto, K453 
(very elegant playing), and Dohnanyi’s own Variations on a Nursery Tune, 
with Lawrance Collingwood conducting the LSO. Most of the other 
items are with the enthusiastic if occasionally scrappy Budapest PO, 
including rustic, earthy performances of Berlioz’s Hungarian March (two 
versions, recorded two days apart, sounding quite unalike), and, especially 
enjoyable, Liszt’s First Hungarian Rhapsody, both works drenched in local 
colour. Mark Obert-Thorn has prepared excellent transfers. @ 














Haydn. Respighi Orch \VVks Toscanini 
Guild © GHCD2368 
Rimsky Korsakov, etc Orch \Wks Goossens 
Guild © GHCD2376 
Bach Jranscriptions Ormandy 
Pristine Audio © PASC211 
Various Cpsrs Dohnanyi in London Dohnanyi 
Pristine Audio @ PASC252 
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THOMAS Thomas Beecham 
eli An Obsession with Music 


( [assics 


WITH MUSIC FA JOHN LUCAS 3 : Z 
e Editor’s Choice 


Lucas’ thorough, exhaustive and often highly amusing 





v, biography will...re-establish Beecham as one of the # Disc of the month 
foremost musical personalities of the last hundred years. Bartok Sonata for 2 Pianos & Percussion (SACD) Rihm £12.75 
Ronstnnnvarsnce Eee Byrd Cantiones Sacrae (2cb) + Tallis Skinner £17.00 
Be mnCnee [Beecham] meets his match in his engaging and erudite Dvorak Complete Piano Works (5cb) Poroshina £12.00 
biographer. OPERA Gounod Mireille (2bvp) Minkowski £29.50 
978 1 84383 626 | paperback £14.99 Hindemith Music for Viola & Orchestra Power £10.25 
Liszt New Discoveries (2cb) Howard £10.25 
Mahler Symphony No.2 (2cpD) Kozena, Royal, Rattle £11.25 
Gerald Finzi Mahler Symphony No.9 | Sarasate £ 8.00 
His Life and Music Pierne Piano Concerto in C minor ete Bavouzet £11.00 
DIANA MCVEAGH Saint-Saens Music for Wind Instruments | - Lemelin £ 5.50 
Lucky the composer who finds so fair-minded, candid SHOP en Cn eee ee OU TING: EAbaciinl, Sone 510.50 
- Vivaldi Flute Concertos Kossenko £11.50 
and scrupulous a biographer and one who writes 50 
well... This is one of the best-written books about a 
bles bee ee cubs a - Recent Releases 
SOUSA ASAT, SSE CNC) Allegri Miserere & Music of Rome Carwood £10.25 
At her best, as in a beautiful passage on Finzi and Hardy, Arne Artaxerxes (2SACD) Ainslie, Watts, Page £15.00 
she sings with a lyricism that matches Finzi’s own. Bach 6 Brandenburg Concertos (2cbD) Abbado £12.00 
TIMES LITERARY SUPPLEMENT Dowland Orpheus in England Kirkby, Lindberg £10.25 
978 | 84383 602 5 paperback £14.99 Glazunov Complete Concertos (2cp) Serebrier £12.00 
Grainger The Grainger Edition (19cb) Chandos £45.00 
Haydn Seven Last Words of Our Saviour Jurowski £ 8.20 
B rr 1) 3 L L Co B R k W 3 R Haydn Songs & Cantatas Kirkby £ 5.50 
Holst Planets, Japanese Suite etc (SACD) Davis £11.30 
www.boydellandbrewer.com ©  crading(@boydell.couk * 01394 610600 Liszt Complete Piano Music (99cb) Howard 165.00 
Mahler Symphony No.5 (sacb) LSO, Gergiev £ 8.30 
Mozart Symphonies Nos. 39 & 41 Gardiner £11.25 
Mozart Complete Pianoforte Works (14cb) Van Oort £32.00 
Rossini Armida (2Dvp) Fleming, Brownlee, Frizza £20.00 
Se oan ATO, Schoenberg Pelleas und Melisande Boulez £10.75 
PE Oxford ly Schumann Scenes from Goethe's Faust (2cb) ~—_ Hossa, Wit £ 8.30 
| ° . Spohr Symphonies Nos. 8 & 10 Shelley £10.25 
Anse Philomusica Telamseeaky 6 Symphonies, Orchestral Works (6cb) Jarvi £20.00 
xford's Professional Symphony Orchest Telemann — Edition (29cp) Brilliant Classics £50.00 
i a ec Talc an —— ALesson in Love Kate Royal £ 9.50 
‘Oxford's masterclasses e —_————. English Music (6cbD) Beecham £20.00 
turn piano lessons into International EMI ICON Virtuoso Philosopher of the Piano (13cbD) Arrau £32.00 
performance art’ Piano Festival EM! ICON Cplte EMI Recordings (1 1cp) Melos Ensemble £25.00 
The New York Times EMI ICON A Life In Song (10cp) Hermann Prey £13.25 
and Summer EMI ICON The Elegant Soprano (6cb) Elizabeth Schumann £13.25 
Academy EMI ICON The Radiant Soprano (10cp) Schwarzkopf £13.25 
31 July- 7 August 2011 DG, Archiv & Decca Opera 
Second Series - Full Listing Available 
Faculty to include: Britten Peter Grimes (2cb) Vickers, Harper, Davis £ 7.00 
= Donizetti Lucia de Lammermoor (2cb Domingo, Studer £ 7.00 
alah let Lael Mascagni Cavalleria Rusticana . eco) Noenen Chailly £ 7.00 
Stephen Hough Mozart Nozze di Figaro (3cp) McNair, Studer, Abbado £10.00 
PTB ele Offenbach Contes d'Hoffmann (3cb) Norman, Studer, Tate £10.00 
Puccini Madama Butterfly (2cb) Freni, Berganza, Sinopoli £ 7.00 


Niel Immelman 


4 Hi | Aricl , Fink, Mink Ki : 
Julian Jacobson Rameau ippolyte et Aricle (8cb) Gens, Fin inkowski £10.00 


Strauss R- Der Rosenkavalier (3cb) Baltsa, Moll, Karajan £10.00 


__ Stephen Kovecevich Verdi Aida (2cb) Price, Vickers, Tozzi, Solti £ 7.00 
Marios Papadopoulos Wagner Die Walkure (4cp) Behrens, Norman, Levine £13.50 
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Book reviews 











BOOKS 


Stephen Sondheim is the perfect guide to his own collected lyrics 


Finishing the Hat 


The Collected Lyrics (1954-1981) of Stephen Sondheim 
By Stephen Sondheim 

‘irgin Books, HB, +70pp, £30 
ISBN 978-0-7535-2258-5 
Stephen Sondheim’s 
Finishing the Hat is 
so much more than a 
hardback compendium 
of collected lyrics 
(both published and 
unpublished), dating 
from his first foray into 


mei Telitaal 


musical theatre in 1954 
through to Merrily We Roll Along in 1981. 
It’s also a fascinating record of 20th-century 
musical theatre writing, a highly entertaining 
kaleidoscope of theatrical anecdotes and, 
perhaps most importantly, a profound 
exploration of our greatest living musical 
theatre writer's creative process, 

Instantly, Sondheim cuts to the chase, 
outlining a lyricist’s three necessary 
principles: Content Dictates Form, Less 
Is More and God Is In The Details — all 
in the service of clarity, It is against these 
truisms that he then judges his own work 
with an excoriating stricture. Among the 
cardinal sins he himself has committed are: 
showing off (Maria’s line, “It’s alarming/ 
How charming/I feel” in West Side Story); 
tautological use of adjectives (Saturday Night’s 
“All things expensive and choice and rare”); 
mismatching of music and lyrics (in the line 
“There’s a place for us”, again in West Side 
Story: the musical phrasing means that the 
most important word appears to be “a”!), 

‘That Sondheim blushes at his “lyrical 
sinning” is perhaps unsurprising. However, 
the book is peppered with one surprise after 
another — not least Sondheim’s assessment of 
other writers’ work. Noél Coward fares badly 
(“The Master of Blather”) due to his seeming 
lack of generosity towards his audience, while 
Alan Jay Lerner “belongs to the lower deities 
in the Pantheon” because of his lyrics’ lack 
of personality. Not even the great Oscar 
Hammerstein IT escapes criticism, There’s a 
witty censure of Hammerstein’s persistent and 
illogical use of bird imagery. 

Satisfying insights include Sondheim’s 
preferred method of lyric writing (lying 
on a couch, using a yellow legal pad and an 
Eberhard Faber pencil — praised for its soft 
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lead), the fact that he enjoys writing music 
much more than lyrics, the memory of 
hearing Cole Porter gasp with delight at a 
lyric from Gyspy which bolsters the author’s 
ego to this day, and how each new production 
provides him with a temporary but much- 
needed sense of “family”. For Sondheim, 
collaboration is the key. 

Each show is treated individually and in 
chronological order. Each chapter opens with 
a short explanation of the musical’s premise, 
followed by detailed comments about how the 
show came to exist before an analysis of those 
extraordinary lyrics. This structure allows 
the reader to experience the development of 
the artist across three decades, particularly 
through references to his many influences. It 
was Jerome Robbins who, despite his volatile 
personality and his inclination to humiliate 
his collaborators in public, taught Sondheim 
to write songs with the staging in mind. 

The episode where he and Sondheim create 
“Rose’s Turn” (the finale of Gypsy) during a 
late-night improvisation session is particularly 
thrilling to read. It was a visit to the Actors 
Studio with legendary writer and director 
Arthur Laurents to witness Lee Strasberg 
leading a class in his high-definition method 
of acting which engendered in Sondheim a 
heightened sense of the actor’s needs — a talent 
for which every actor who has ever performed 
a Sondheim song is grateful. 

Then there are the seemingly mountainous 
challenges, some of which were left by the 
wayside: for example, the attempt to reflect 


AS 


contemporaneous American history during 
the short scene transitions of Merrily We Roll 
Along. Others were achieved in part (the need 
to combine the colloquial linguistic idiom of 
New York gangs — “jive talk” — with the highly 
contrasting, formal Puerto Rican sound in 
West Side Story), while others were achieved 
par excellence (allowing content to dictate 
style as well as form in Pacific Overtures, with 
its stark musical and verbal language). 

As an actor, I’ve had the great privilege of 
working with the author on two of his shows 
and this book reflects the man: quick-witted, 
fiercely intelligent and very particular — 
especially about his lyrics, which often prove 
a challenge to learn accurately, I still have 
nightmares about the performance where 
T invented new lyrics for “Franklin Shepard, 
Inc”, one of Sondheim’s most challenging 
patter songs. 

Finishing the Hat is an utter delight. It isa 
must-read for anyone interested in writing 
for the musical theatre, for any performers 
wishing to act in musical theatre or anyone 
who wishes to learn about the creative process 
from one of the theatre world’s giants. 

At the very end of the book, following the 
crushing reaction to Merrily We Roll Along 
when it opened on Broadway (it played for 
16 performances only), Sondheim writes 
tantalisingly, “But then I met James Lapine” 
(his major collaborator during the 1980s and 
90s). I, for one, cannot wait for the second 
volume to hear what Sondheim did next. 
Daniel Evans 
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Tune Surfing 


James Jolly flies the flag for the Gramophone Player and salutes Grainger and Beecham anniversaries 


GRAMOPHONE//ayer 


AU) GS LAYS D 
RECORDING 


Liszt 


Piano Sonata in B minor 


Shura Cherkassky pf 


BAYA 


For full details of this recording, plus interviews, 


features and more than 140 reviews, buy the February 
2011 edition of Gramophone magazine - on sale now. 


recent survey of 3500 Gramophone 

readers revealed a lively interest in the 

“digital world” of classical music: 44 
per cent download from the internet, 39.5 per 
cent stream music and 53.5 per cent own an 
MP3 player. My guess is that over the course 
of the next 12 months the number of people 
streaming music will increase. It’s definitely a 
growing trend to use streaming services like 
Spotify, the Naxos Music Library and Classical 
Archives, and I encounter more and more 
people who are happy to “own” the music just 
for the time it takes to play. Once upon a time 
[ think [ would have scoffed at the suggestion, 
but with shelves groaning under the weight of 
CDs, combined with a totally incurable desire 
to listen to more and more music (both the new 


Shura Cherkassky: 
impressive on the 
Gramophone Player 





and the totally familiar), I have come round to 
the notion. Opera-mad friends have become 
similarly obsessed with You Tube for unusual 
or rare performances that, once upon a time, 
would have circulated on cassette, VHS and 
more recently on recorded CD and DVD, but 
which now are routinely sent round as a link - 
which of course also speeds up the process! 
Now that streaming has become a norm 
rather than a nice little gimmick to enhance 
websites, may I steer you towards the 
Gramophone Player if you’ve not explored it. 
As well as offering longer excerpts (usually a 
complete movement) of the 10 Editor’s Choice 
recordings each month, in addition to part of 
the DVD of the Month which you can watch 


on the Player, many of the magazine’s other 


The essential download playlist No 39 Percy Grainger 


Choral works English Country Gardiner Orch / Gardiner (Philips) pe. it. a. am 

The Warriors Philharmonia / Gardiner (DG) ne, it,4,. am 

Orchestral works incl Green Bushes BBC PO / Hickox (Chandos) co,cs, a, am 
Orchestral works incl Molly on the Shore BBC PO / Hickox (Chandos) co,cs,a,am 
Music for wind band RNCM Wind Orchestra / Rundell (Chandos) co,cs,a,am 
Piano works for four hands Penelope Thwaites, John Lavender (Pear!) am 
Piano works Marc-Andre Hamelin (Hyperion) wi 

Piano transcriptions Piers Lane (Hyperion) xi 

Sonas Della Jones; Penelope Thwaites et al (Chandos) co,cs,a.am 

Grieg Piano Concerto Grainger; Kristiansand SO / Rolf Gupta (2L) in 


A= Ariama Am = Amazon co = Classics Online cs = Classical Shop pc = DG Webshop & = Hyperion it = Tunes 
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features — such as The Collection — are now 
supported by substantial musical excerpts (Rob 
Cowan’s recent survey of the recordings of 
the Dvorak Cello Concerto, for example, is 
supported by performances featuring Angelica 
May, Pablo Casals and Janos Starker). But 

the feature I want to draw your attention to 

is the Archive Recording. Simply click on 

the “From the Archive” tab on the Player to 
access the ever-growing playlist of recordings 
we've had tracked down by Nick Morgan, 
whose passion for great performances from 
the past has turned up some gems, Last month 
we posted a very fine recording of the Liszt 
Sonata in B minor, made for HMV by the 
inimitable Shura Cherkassky, which sounds 
very impressive in this transfer. We've also 
Archiv recordings of Bach cantatas directed by 
Fritz Lehmann — despite all the developments 
in historically informed performance practice, 
these two interpretations (Cantatas Nos 39 
and 105) speak with extraordinary power 

and poise. Another all-but-forgotten Archiv 
LP that the Player features is a collection of 
songs by Thomas Campian (or Campion), 
John Danyel and John Dowland sung with 
great subtlety by René Soames. And from the 
French pianist Ginette Doyen — by and large 
forgotten but in her time a very important 
musician in her native France, and wife of the 
violinist Jean Fournier — we’ve a programme 
of piano pieces by Chabrier and Saint-Saéns 
played with great style. All these recordings are 
free to listen to (the only thing you'll need to 
do is register at gramophone.co.uk in order to 
access the Gramophone Player). 


alking of archive recordings, Pristine 

Classical (pristineclassical.com) has 
now developed a really appealing sense of 
community around its historic issues and 
reissues. Pristine’s founder Andrew Rose 
keeps up a lively blog, and each transfer has 
— in the style of a wine catalogue’s tasting 
notes — a short explanation of the challenges 
of remastering that particular original. 
And Pristine keeps coming up with great 
treasures. Having played the (stereo) Julius 
Katchen recording of Erné von Dohnanyi’s 
Variations on a Nursery Theme on my Radio 3 
programme recently, I was interested to hear 
how Pristine had managed with the already 
impressive Decca sound (Kenneth Wilkinson 
engineering in Kingsway Hall in January 
1959). Well, a splendid job has been done and 
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the performance sounds considerably younger 
than its 51 years (the transfer was made from 
quarter-track stereo open-reel Ampex tape at 
7.5 inches per second). ‘The Nursery Variations 
is one of those works that has almost entirely 
disappeared from the repertoire (never heard 
in concert and increasingly rarely on disc): 

a real shame because it’s a charmer and 
delightfully witty. Sir Adrian Boult, tongue 
firmly in cheek, draws some terrific playing 
from the LPO, and Katchen is on quite 
magnificent form. What a sad loss to the piano 
world when he died in 1969, still in his early 
forties. The coupled Paganini Rhapsody by 
Rachmaninov is similarly glittering and 

fleet of finger. 

As Sir Thomas Beecham is much in the 
mind this year (he died on March 8, 1961), it’s 
worth mentioning Pristine’s very fine transfer 
of his Brahms Second Symphony (Abbey Road, 
1958) and Academic Festival Overture (Abbey 
Road, 1956) — both in stereo — with Delius’s 
North Country Sketches (a mono recording 
from 1949), William Mann, writing in 
Gramophone in July 1960, was admiring of the 
interpretation of the Brahms Second, believing 
it to be “a fine performance rather than one 
that makes me think anew about the music. 
Beecham finds the sunlight and the vivacity 
in the work; one senses the play of a brilliant 
interpretative mind upon great music”. I 
surrender to the Beecham magic nearly every 
time — as I think WSM did too. 


f you crave fine broadcast sound, 

BBC Radio 3 has launched what it 
styles “HD Sound” from the BBC website 
(bbc.co.uk/radio3). If you choose to listen live 
over the web you will be treated to 320kbps 
sound which — provided you're listening via 
a decent pair of speakers or headphones — is 
pretty good. It might also be an excuse to 
explore relaying your music wirelessly around 
your house/flat. ’ve mentioned Network 
Music Players on many occasions, but if you 
have pledged your allegiance to Apple you 
might like to explore the company’s latest 
wireless system, Airplay, which allows you to 
play audio and video from your Apple product 
(iPad, iPhones, iPod Touches) to compatible 
hardware that plays the software (Apple TVs as 
well as third-party kit that has signed up to this 
new system). It’s not a million miles away from 
Airport Express but it'll soon come as standard 
—and of course you'll be able to control it 
using your iPhone or iPad. And it’s good to 
know that reputable audio companies of the 
calibre of Denon, Marantz, Bowers & Wilkins, 
JBL and iHome will be adding the interface 
to their products. Here’s yet another step 
towards integrating your computing and 
entertainment worlds. @ 
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Soundwaves [Une Surfing 


BLOGWATCH 


www.getclassical.org 





Berlin-born, New York-based journalist llona 
Oltuski meets Israeli cellist Inbal Segev, who 
describes her love story with the cello 

athed cello, Segev remembers. She talks 
ut her love for the instrument that has 
inated her life. Sne was only five years 

old when her mother, a high-school teacher, 
introduced her to classical music broadcasts. 
Some of these featured the cello, leading to 
Segev’s first cello lessons. When, at age seven, 
her exceptional talent became apparent, 

the America Israel Cultural Foundation (AICF) 
provided for her education at the 

Rubin Academy in Jerusalem. 

Her love story with the cello continues to 
this day. “The cello is more than a beautiful 
instrument, it's my friend,” says Segev, 
meanwhile a mother of three. “Fortunately, 
my husband and my parents have helped me 
tremendously to maintain a balance between 
my career and my family, she was quoted as 
Saying in an interview with Cosmos in 2008. 
She recalls how her mom and grandmother 
had made it possible to buy her first good 
instrument, a Gaetano Rossi. When she got 
married, her husband knew how much she 
would love an “upgrade”. With the help of a loan 






On gramophone.co.uk 


The Gramophone Player is now online. The Gramophone Player features 
a huge amount of media for you to stream, including longer excerpts 
from the monthly Editor's Choice recordings, in-vision excerpts, a 
complete recording every month related to one of the magazine's 


main features - and much, much more! 





from his employer, her new cello was a 16/3 
instrument built by Francesco Ruggieri, 
a contemporary of Stradivarius. 

She also remembers one of many times 
her family supported her spontaneously and 
without hesitation: 

“| Was pregnant with the twins when 
| got a call from Christian Steiner at two in 
the afternoon. There was an emergency 
cancellation of a cellist who was supposed 
to perform that same night, and Christian 
wanted me to fill in. My husband rushed to the 
car rental and returned to chauffeur me and 
my cello for the four-hour ride, Steiner, artistic 
director of Tannery Pond, was thrilled that 
| made it in time, pregnant and all.” 

Segev's lastminute performance at the 
prestigious Summer chamber music series in 
the Berkshires was a big success; in 2010, she 
retumed for the third time, with pianist Alon 
Goldstein. When | met with her just before the 
great snowstorm at the end of December, she 
had just returned from an Israeli Consulate 
co-sponsored concert tour thet had taken 
Goldstein and her to Beijing and Zhengzhou. 

Every now and again, old” connections even 
create new opportunities. This was the case 
when Goldstein recently introduced Segev to 
Avner Dorman, the young Israeli composer 
whose Mandolin Concerto just received 
a Grammy nomination, Dorman will now 
compose a cello concerto for Segev. 

“It will be an interesting process,” she says. 

“| wanted something Middle Eastern for 
the cello. Its going to be difficult, but | like 
challenging scores,” 

Dorman’s composition will not be the first 
concerto written for her: accompanied by the 
Polish Radio National Symphony, she recorded 
a cello concerto by American composer 
Max Schubel for the Opus One label in 2001. 
Neither will it be the first recording with a 
Jewish connotation. 

“| discovered | have something to offer there,” 
says Segev, who does not describe herself as 
observant but rather as someone wholike 
a little bit of tradition, As an Israeli, she also 
strongly identifies with her cultural herita 
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JAMES RHODES 
BULLETS € LULLABIES 


THE BRAND NEW DOUBLE ALBUM 


A CLASSICAL PIANIST WITH ROCK 
STAR ATTITUDE 


Financial Times 


AN INNOVATIVE AND IMAGINATIVE 
NAUSICIAN OF REAL TALENT 


Gramophone Magazine 


I2HODES’ TALENT BUI2NS BRIGHTLY 
The Daily Telegraph 


— 


Follow James on Twitter - @JRhodesPianist 


WWW.JamMesr hodes.tv 


THE NUMBER ONE HOME FOR CLASSICAL MUSIC IN 
NORTH AMERICAIS ENTERTAINMENT ONE! 


(Canadian Brass Anne Akiko Mever lohan Rutt Alina Ibragimo 
’ 1 \ * ry ™ . "vs . . J. : a 
Stars & Stripes Scasons...dreams - The Cambridge Singers, Royal Philharmonic Beethoven: Violin Sonatas 
Over 7 Weeks in the top 25 on “One of the best classical recordings Orchestra, A Song in Season “she has the kind of tone and 
Billboard's Classical Chart! of 2010!"- WEMT, Chicago This matchless choral feast shows Rutter at the top €*Pression thar pins you to the back of 


of his composing abilities. A first-class production your seat.” - BBC Music Magazine 


“Here's something for the ultimate Mozart aficionado. ..the 2,400+ 
tracks give you complete performances of Mozart's music...providing 
you with days upon days of listening.” — All Music Guide 


= 
eal= 
; ra . > s 
Distributed in the United States by Entertainment One Distribution PekivMusic.com 


22 Harbor Park Dr. Port Washington, NY 11050 The Source for Classical Music 








Musical fourneys 


Versailles Brisbane Vienna 
@® @ @® 


ringing Belleroonon 


back to life 


Martin Cullingford sees the Palace 
of Versailles host one of its great 


operatic triumphs from a past age 





Versailles 


he Palace of Versailles glistens, an exuberance of Baroque 
grandeur in the freshly fallen snow. Here the mob may have 
marched, ushering in the end of the Ancien Régime and a decade 
of violence, but today the great front court contains merely 
muffled sounds of tourist talk, while the park that falls away in ordered 
elegance to the beautiful Trianon Palaces beyond sighs with the silence 
of Christmas-card escapism. 
If disorder seems far away, that may have been how Marie Antoinette 


felt, sitting in the recreational rusticity of her fairy-tale grotto, when fate 


came rudely knocking at the gate. She defiantly declined the carriage 
waiting to whisk her to safety but may have better benefited from the 
winged horse Pegasus, or from the help of the heroic Bellerophon in 
place of her hapless husband, Louis XVI. Perhaps such thoughts crossed 
her mind as she was driven forever from the palace and peace, for the 
last time Jean-Baptiste Lully’s opera based on that myth was performed 
— until this revival by harpsichordist and founding-conductor of 

Les Talens Lyriques, Christophe Rousset — was here in 1773. 

The Opéra Royale, where it was staged then and now, followed the 
rest of the palace by a century, being finished in 1770, in time for the 
wedding of Marie Antoinette. Perched at the end of the north wing, 
post-Revolutionary life found it, at one point, being remodelled to 


house the French senate. But in 1957 it was restored to its Ancien Régime 


appearance, and it has just reopened again following €13.5m worth of 
work. It is built entirely in wood, painted to look like marble. But then 
all at Versailles is artifice of a sort. If the decadent excess of the famed 
Hall of Mirrors was politics-as-architecture, here, in this exquisite 

1$th-century court auditorium, was politics-as-theatre — whether in the 


operas’ plot-lines or simply just the sheer grandeur of the presentation. 
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Mies ee elie 
and cast perform 
Lully’s Bellérophon 


A century before 1770, composer Jean-Baptiste Lully held a position 
in Louis XTV’s court shared by few artists of any discipline, having 
achieved both a personal rapport with the monarch himself and a virtual 
monopoly on operatic composition. Intriguingly, given the monarch’s 
desire to Frenchify everything — Bellini was sent home after his plans 
for redeveloping the Tuileries were considered a little too Italian — 
Lully was also Italian, and furthermore of low birth. But perhaps the 
young King liked the outsider: his own power did not, after all, rest on 
centuries of acquired mystique, the Bourbon hold on power being only 
50 years old, an insecurity Versailles was in part built to address, 
Bellérophon had been a triumph when premiered in 1679 at 
Paris’s Palais Royal, playing for nine months and earning frequent 
interruptions from the King for sections to be reprised. It certainly 
contains some delightful duet writing, as well as some gripping rhythmic 
sections which Rousset conducted with his characteristic instinctive 
drive — and a heartfelt chapeau here must also go to the percussionist. 
“Everybody agreed that M De Lully has surpassed himself and this 
last creation was his masterpiece,” wrote a French newspaper at the 
time. And yet Bellérophon is the last of Lully’s operas to have received a 
modern revival, something Rousset says “we had to correct”. 
“The plot is great, the tension, 


“Tt really sounds great,” he enthuses. 


the drama is really strong and works — it would be an achievement to put 
that on stage and see it as a proper show and see how wonderful it is.” 
‘This was a concert performance. Rousset describes the idea of a full 
staging as “a dream” and hopes his performance here will be sufficient 
advocacy to unlock the necessary funding. It would certainly be 
dramatic, with descents into hell and our hero riding Pegasus up to the 
Gods, quite in keeping with the excess of the one-time Versailles court. 
But in the meantime, there’s a recording being released in the Spring. e 
Bellerophon is released by Aparte; hear more on the Gramophone podcast 
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Two of opera's 
biggest stars 
team up for this 
long-awaited 
duet album of 
Verdi Scenes.Gala 
live concert with 
special encores! 


HUNGAROTON * 

HSACD 32509 

The warmly anticipated new 
release from Hungaroton’s 
acclaimed Bartok series. Here, 
the Violin Concerto and 
Rhapsodies for Violin are 
performed by Barnabas Kelemen, 
conducted by the award-winning 
Zoltan Kocsis. 
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GOLDEN MELODRAM + 
Cite. 

Available for the first time in 
the UK market jn any form, this 
Karl Bohm Metropolitan Opera 
performance of Tristan & Isolde 
features Birgit Nilsson and 
Seelam Alar ya 


DOREMI « DHR7890-| 

Another classic release from the 
Doremi Legendary 

dace hj la ctw ol el owe gor lal gol 
Claudio Arrau in concert from 
Moscow in |968, with a 
programme of Brahms’ Piano 
Concertos No’s | & 2, and 
Beethoven Sonatas No’s |3 & 26. 


a tO) Oe) | 
METCD1070 

The final disc in Metronome’s 
Richard Rodney Bennett 
complete piano works series, 
released in January 201 |, 
presents the piano duos and 
piano duets. Includes 
‘Kandinsky Variations’ and ‘Four 
M(clecms Oil Rod 


Available from 


Bath Compact Discs, Bath - 


01392 214044 + Heffers Sound, Cambridge - 
- 01242 234604 * Blackwells Music, Ed- 


Sounds Good, Cheltenham 


01225 464766 * Opus Classical, Exeter - 
01223 568562 


inburgh - 0131 6228232 + Blackwells Music, Oxford - 01865 333581 


McAlister Matheson, Edinburgh 


- 013! 2283827 « Octave RMS, Lewes - 


01273 473611 « Prelude Records, Norwich - 01603 628319 


and from all leading retailer's 


Also available at www.metronome.co.uk 
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JOURNEYS 


A crowded stage: 
ilttt arte emesis 
bring Brian’s work to life 


 - 


ee 


Charlotte Smith attends a rare performance of 
Havergal Brian's Gothic Symphony in Australia 


Brisbane 


ake no mistake; 
Havergal Brian’s 
Gothic Symphony 
is big. From the 
titanic 180-piece orchestra to the 
300-strong choir, this two-hour 
colossus is not to be taken lightly. 
Witnessing the staging at 
Queensland’s Performing Arts 
Centre in Brisbane, it is possible 
to imagine the Herculean task of 
organising a live performance, 
and to understand why the 
work has previously been 
performed just four times since 
its completion in 1927. ‘The stage 
is barely sufficient to contain the 
musicians, who spill precariously 
to its very edges, and the sound 


of the full forces is ear-shattering. 


Staging the Gothic Symphony 
is a challenge that has consumed 
and frustrated executive producer 
Gary Thorpe for 30 years. 
General manager of Brisbane 
classical radio station +MBS, 
Thorpe began lobbying for a 
Queensland Gothic performance 
in 1989. Some five attempts later, 
his vision has finally come to 
pass. Often unfairly regarded as 
a poor musical cousin of Sydney 
and Melbourne, Brisbane lacks 
the artistic resources of the larger 
cities. But Thorpe has gathered 
community choirs from around 
the state and musicians from 
several Australian orchestras. 

Conducting the production 
is John Curro, veteran music 


director of the Queensland 
Youth Symphony, who himself 
has gathered a number of QYS 
alumni. Playing to a sold-out 
audience, the $325,000 one-off 
event must surely be judged a 
success and, if microphoning the 
a slight cheat, it’s 

a forgivable concession, 


choir seems a 


But why attempt to stage a 
work Henry Wood described 
as “unperformable”? Is not 
the Gothic more a testament to 
musical record-breaking than 
creative genius? Havergal Brian 
has frequently been dismissed 
as an outdated Romantic. Not 
so, says Brian expert Malcolm 
MacDonald, who in an 
illuminating pre-concert lecture 
reveals the composer’s astute 
understanding of 20th-century 
trends. In fact the symphony is 
not the great plodding dinosaur 
it has sometimes been labelled, 
but an encyclopedia of musical 
styles. In a world decimated 
by war, Brian sifted through 
the aspirations of the past and 
reconnected with a lost idealism. 

“He who strives with all his 
might, that man we can redeem,” 
quotes Brian from Goethe’s 
Faust at the work’s opening and 
in many ways this Queensland 
production shares that ambition. 
“So many things needed to be 
precisely co-ordinated to have 
a remote chance of success,” 
says Curro. Yet, undeterred, the 
Queensland team have risen to 
the challenge and won. © 
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Musical Journeys 
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er re emul cela) 
as Casanova in Vienna 


John Malkovich's second operatic project is as 
convincing as the first, finds AJ Goldmann 


Vienna 


id the infamous seducer 
and polymath Giacomo 
Casanova have a hand 
in writing the libretto 
for Don Giovanni? That 
tantalising question was the 
creative seed for The Giacomo 
Variations, a self-described 
“chamber opera play” that had 
its premiere in January at 
Vienna’s Ronacher Theater and 
starred John Malkovich as 
Casanova. Conceived by writer- 
director Michael Sturminger and 
conductor Martin Haselbock, the 
evening interspersed scenes 
drawn from Casanova’s memoirs 
with music from Mozart and 
Lorenzo da Ponte’s three operas. 
‘This show reunited director, 
conductor and actor, who 
previously collaborated on 
The Infernal Comedy, a production 
about the Austrian serial killer 
Jack Unterweger. “It originated 
with [Haselbdck]’s idea of 
bringing to life the late-18th- 
century tradition of melodrama,” 
explained Sturminger, referring 
to a genre that combined spoken 
declamation with background 
music. “It’s an attempt to find 
Casanova’s soul through da 
Ponte’s scenes and Mozart’s 
music.” The play will be seen in 
Australia, Russta, Finland, France 
and Germany later this year. 
Amid the elegant sets and 
costumes, the musical scenes 
developed sometimes startlingly 
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out of the dramatic ones. And 
director and conductor had 
taken pains to find dramatically 
appropriate points of entry into 
the music. 

Appearing alongside Malkovich 
was the elegant Lithuanian 
actress Ingeborga Dapkinaité as 
the writer Elsa von der Recke. 
As Elsa pleads with Casanova 
to publish the story of his life, 
the ageing chevalier relives his 
exploits in a surreal series of 
operatic flashbacks, which feature 
two dramatically versatile young 
singers as Casanova and E'lsa’s 
musical doppelgangers (soprano 
Sophie Klussmann and baritone 
Florian Boesch). And there was 
attentive work from the period- 
instrument ensemble Orchester 
Wiener Akademie. 

One of the evening’s biggest 
surprises was hearing Malkovich 
sing. He crooned with a lilting 
voice that was also surprisingly 
accurate. His performance 
brought to mind the long 
tradition of non-singing actors 
taking on singing roles and, 
in Vienna of all places, the 
Zauberfiote librettist Emanuel 
Schikaneder, who also starred as 
Papageno, “John could easily sing 
Papageno if he wanted to,” said 
Sturminger. “You don’t need to 
have a lyrical voice. You need a 
character. I think it’s something 
really wonderful because it brings 
air into this e/ canto ideal and 
opens it up because it makes 
it more direct.” @ 
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Jersey International Music Festival 
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Internationally acclaimed stars perform 
beautiful music in stunning settings 


“Music making in a relaxed 
and picturesque framework; 
mark “Jersey” in your 

2011 diary” 


Musical Opinion 


“Interesting, engaging, 
welcoming and fun” 
Telegraph 


Festival Highlights include: 


Masterworks at Chateau Vermont 

Michael Collins, Nicola Benedetti, Natalie Clein & the 
Sitkovetsky Trio perform Brahms’ celebrated Clarinet Quintet & 
Beethoven's Clarinet Trio at a beautiful stately home. 


Jazz at Hamptonne 
A family day out headlined by the British Jazz star Clare Teal 
& her trio playing popular jazz classics in a manor house. 


Liberation Gala at Jersey Opera House 
A stunning Gala includes Nicola Benedetti performing Mozart's 
violin concerto no. 5 and Tchaikovsky's Rococo Variations. 


Liberated with Lorca at Mont Orgueil Castle 
Walk the beautiful north coast & listen to Spanish guitar music 
illustrating the life of the poet Lorca who died 75 years ago. 


Festival Artistes include: 


Nicola Benedetti - Violin Natalie Clein - Cello 
“Benedetti has the gift of “Soaringly passionate” 
communication in spades” The Times 


The Independent Wu Qian - Piano 


“Richly coloured, majestic 
with dreamy lyricism.” 
The Independent 


Michael Collins - Clarinet 
“A class act” 
Gramophone 


Clare Teal & her Jazz trio 


“Music to melt to” 
Jamie Cullen 


Alexander Sitkovetsky - Violin 
“A Star of the New Century” 
The Strad 


Box Office: 
Tel: 0843 208 0500 www.quaytickets.com 


Festival packages: Travtel from £399 pp 
for 4 nights package including 3* hotel, flights & tickets 


Tel: 01534 496 677 


www.liberationjersey.com 


Jersey 
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CADOGAN HALL 


ate 


PETER PHILLIPS Artistic Director 


TUESDAY 15 MARCH, 7.30PM 


THE HILLIARD ENSEMBLE 
A HILLIARD SONGBOOK 


Presenting some of the ensemble’s favourite 
pieces, old and new, sacred and secular, from 
the ‘Gloria’ of Machaut’s famous Messe de 
Notre Dame, via traditional Armenian 
Sharakans, to Arvo Part’s recently composed 
Most Holy Mother of God. 


TUESDAY 10 MAY, 7.30PM 


THE TALLIS SCHOLARS 
LAMENTATION 


In celebration of renaissance master Tomas 
Luis de Victoria in the 400th anniversary of 
his death, pairing some of his works with 
those of Palestrina. 


TICKETS: £30 - £18 
BOX OFFICE: 020 7730 4500 
BOOK ONLINE: www.cadoganhall.com 


(Book both concerts and save 10%) 


Cadogan Hall, 
Sloane Terrace, 
London SW1X 9DQ 





Festiva 


LEONID ROZENBERG: Founder & General Director 


6th Eilat Chamber Music Festival 
March 17-26, 2011 


20 Soloists | 3 Orchestras | 21 Concerts 
Master-classes | Workshops 


Tam Ay eta an Pett a) Rysanov 


Gabrieli Consort & Dlayers | iPalpiti 
Oe Be ee EM ere A) Teel fe) 
Dejan Lazi¢ | Maxim Rysanov 
Tatjana Masurenko | Chloé Hanslip 
Jerusalem Quartet | Paolo Giacometti 
Oxana Yablonskaya | Dmitri Bashkirov 


Alexander Ivashkin | Hagai Shaham 
Ani Schnarch | Arie Vardi | Antony Day 
Andres Mustonen | Elisabeth von Magnus 

Jacob Bogaart | & many more 


www.eilat-festival.com & on Facebook 
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What’s on International 








The “Best Events Worldwide 


James Levine conducts a Boston Birtwistle premiere, Daniel Barenboim performs Beethoven in Vienna 
and Salisbury Cathedral hosts Elgar's Dream of Gerontius conducted by Edward Gardner 


Paris Opéra Bastille 
qT Opéra National de Paris presents 
Wagner’s Sregfried conducted 
by Philippe Jordan with Torsten 
Kerl in the title-role on March 1, 11, 15, 18, 
22, 27 and 30. Details: + 33 17125 2423 | 
www.operadeparis.fr 


March 


Boston Symphony Hall 
3 James Levine conducts the Boston 
Symphony Orchestra in the world 
premiere of Birtwistle’s new 
work for violin and orchestra with soloist 
Christian Tetzlaff on March 3,4, 5 and 8. Also 
performed are Bartok’s Violin Concerto No 2 
and Mozart’s Rondo, K373. 
Details: +1 888 266 1200 / www.bso.org 


Oy Coat tt 


performs with 
Joshua Bellin 
London 





London Cadogan Hall 
4. ‘The Academy of St Martin in the 
his Fields conducted by Ian Brown 
perform Haydn’s Symphony 
No 13, Mendelssohn’s Symphony No 4 
(Italian), and Brahms’s Concerto for Violin 
and Cello with soloists Joshua Bell and 
Steven Isserlis. Details: +44 (0)20 7730 4500 / 
www.cadoganhall.com 


Tel Aviv Performing Arts Center 
IO Israeli Opera presents 
Shostakovich’s Lady Macbeth of 
the Mtsensk District conducted by 
Keri-Lynn Wilson with Anna Shefajinskaia 


March 


and Larissa Tetuev as Katerina Izmailova on 
March 10-13 and 15-19. Details: +972 3 692 
//777 | www.israel-opera.co.il 


Los Angeles 
Walt Disney Concert Hall 


Gustavo Dudamel conducts 


IO 


March : : 
the Los Angeles Philharmonic 


in an all-Tchaikovsky programme featuring 
Romeo and Fuliet, Hanilet and The Tempest 
on March 10, 11, 12 and 13. Details: 

+] 323 850 2000 / www.laphil.com 


www.gramophone.co.uk 


Birmingham Symphony Hall 
ITT ‘Thomas Adés joins the London 
Sinfonietta to conduct his own Jn 
March a j 
Seven Days, a “concerto for piano 
with moving image” with soloist Nicolas 
Hodges. The orchestra are joined by the 
amplified voices of Synergy Vocals to perform 
Steve Reich’s Music for 18 Musicians. 
Details; +44 (O)121 780 3333 / 
www.londonsinfonietta.org.uk 


on March 17 and 18, conducted by 


‘Thomas Rosner. Further performances take 


Liandudno Venue Cymru 
Welsh National Opera presents 
Johann Strauss Il’s Die Fledermaus 


place in Cardiff, Birmingham, Southampton, 
Bristol, Plymouth and Milton Keynes 
throughout February, March and April. Details: 
+ 44 (O)1492 872000 | www.wno.org.uk 


Perth (Australia) Concert Hall 
T Paul Daniel conducts the West 
Australian Symphony Orchestra in 
Rachmaninov’s Symphony No 2, 
and Sibelius’s Violin Concerto with soloist 
Henning Kraggerud, on March 18 and 19. 
Details: +61 8 9326 OO00 / Www.waso.com.au 


Dortmund Konzerthaus 
T The Mahler Chamber Orchestra 
conducted by Robin Ticciati 
perform Berlioz’s Overture to 
Beatrice et Benédict, Kurtag’s Hommage a 
R SCH, Schumann’s Symphony No 4, and 
Chopin’s Piano Concerto No 2 with soloist 
Pierre-Laurent Aimard. Further performances 
take place in Cologne, Essen, Heidelberg and 
Vienna. Details: +49 231 2269 6200 / 
www.mahier-chamber.de 


a7 


and performs Beethoven’s Piano Concerto 


Vienna Musikverein 

Daniel Barenboim conducts 

the Vienna Philharmonic in 
Schoenberg’s Pelleas and Melisande, 


No 1, directing from the keyboard, on 


March 19 and 20. Details: +43 1505 81 90 / 
www.wienerphilharmoniker.at 


a4 


Savannah Music Festival 
‘The Savannah Music Festival 
runs from March 24 to April 9 
with classical, jazz, American 





and world music. The classical programme 
features pianists Sebastian Knauer and Simone 
Dinnerstein, violinist Daniel Hope, soprano 
Christine Brewer, the Synergy Brass Quintet, 
Stile Antico, the Ebéne Quartet and the 
Atlanta Symphony Orchestra. 

Details: +1 912 525 5050 / 
www.savannahmusicfestival.org 


a4 


March 


Singapore 

Esplanade Concert Hall 

‘The Singapore Symphony 
Orchestra conducted by Rossen 
Milanov perform Mozart’s Ballet Music from 
Idomeneo, Shostakovich’s Symphony No 5, 
and Grieg’s Piano Concerto with soloist 
Dang Thai Son, Details: +65 6348 5555 / 


WWww.sso.org.sg 
Edinburgh Usher Hall 
2 Neeme Jarvi conducts the Royal 


Scottish National Orchestra in 

Dvorak’s Serenade for Strings and 
Shostakovich’s Symphony No 7 (Leningrad) on 
March 24 and 25. Details: +44 (O)131 228 1155 / 
www.rsno.org.uk 


March 


New York Carnegie Hall 
2 ‘The Toronto Symphony Orchestra 
perform Britten’s Four Sea 
March . ach 
Interludes from Peter Grimes, 
Bruch’s Violin Concerto No | with violinist 
Itzhak Perlman, John Estacio’s Frenergy 
and Vaughan Williams’s Symphony No 4 
conducted by Peter Oundjian. Details: 
+] 212 247 7800 / www.carnegiehall.org 


Hear Christine Rice 
Tietsseiie ee | 
Salisbury Cathedral 


Salisbury Cathedral 
2 ZL Edward Gardner conducts the 


March 


London Philharmonic Choir and 
Orchestra and the Choir of Clare 
College in Elgar’s The Dreamz of Gerontius with 
mezzo Christine Rice, tenor Paul Groves and 
bass Alistair Miles. Details: +44 (0)1722 320333 / 
www.salisburycathedral.org.uk 
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Hi-fi News & Reviews 





ign Fidelity 


News and reviews of the latest in audio, home cinema and new technology 


Primare boosts range 
with new amplifier 
and CD player 


ew from Swedish audio manufacturer Primare is a pair of 

high-end stereo audio components: the CD32 player and 132 

amplifier will sell for £2200 each. The CD32 uses a dedicated 
CD transport rather than the kind of DVD-ROM drive increasingly 
found in players, with a five-second buffer for optimal playback. The 
transport can play MP3 and WMA files, and the player also has a USB 
input for the same file formats on memory devices. 

There’s user-selectable upconversion to 96kHz, and the player has 
twin DACs and digital filtering from Burr-Brown. Signal paths are 
short, with no capacitors, and analogue and digital circuits are supplied 
from separate windings on the transformer. Output is on both RCA 
phonos and balanced XLRs, plus AES/EBU, phono and optical digital. 

The 132 amplifier delivers 2x120W using the company’s Ultra-Fast 
Power Device technology. Based on Class D working, this adjusts 
feedback continuously to minimise distortion, regardless of load. 

It has two sets of balanced XLR inputs and three sets of RCA phono 
inputs, plus pre-out and record sockets. ‘There will be an option of 








TANNOY turns onthe 
surround sound style 


Tannoy’s latest range is HTS, ultra-compact speakers combining style 
with “na-compromise’ performance. The range is built around two basic 
models - the HTS Satellite and the HTS Tower, a dedicated Centre and a 
Subwoofer with a downward-firing 20cm driver unit and IOOW amplifier. 

The smallest speakers are of a two-way 
design, with a 19mm WideBand tweeter and 
75cm paper cone mid/bass unit in a high-quality 
wood-fibre enclosure, while the Centre speaker 
uses the same tweeter and a pair of the mid/ 
bass units. The same driver complement as in 
the Centre is used in the HTS Tower. 

An HTS 101 system of four Satellites, a Centre 
and a Subwoofer is £549, while the HTS 201, 
which uses Tower speakers for the front left and 
right channels, is £779, 
Tannoy 
+44 (0)1236 420199 
www.tannoy.com 
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an upgrade board providing USB, iPod and Ethernet connectivity, 
and the amplifier can also be used with the new R32 moving magnet/ 


moving coil phono pre-amplifier, which sells for £850. 
Again, power is from an R-core transformer, kept as far as possible 


from the main circuitboard within the case, and the R32 has user- 


adjustable gain and impedance, plus a 5dB gain boost if required for 


low-output moving magnet cartridges. 


Primare 
www.primare.net 











COMING SOON 


HRT’s simple iPod streamer 
Due in the shops very soon is the 
Streamer, from US manufacturer High 
Resolution Technologies. Based on 
the Gesign of its successful range of 
USB-connected computer streaming 
Gevices, the £195 unit has a USB socket 
able to accept the standard “sync 
lead” supplied with iPods, iPhones and 
iPads, and outputs audio via a pair of 
analogue sockets. Once connected, 
the mobile device ts used as normal 
but its aucio output is routed through 
the connected system, making 

this a simple scluticn for systems 
lacking dedicated iPod inputs. It'll be 
Gistributed in the UK by Audicfreaks 


A car lined with speakers 

lt may only be a concept but Jaguar's 
C-X75 gives some strong hints of 

how the company’s future vehicles 
will look. It combines a diesel engine 
with power-generating turbines, plus 

a motor for each wheel, and the aucio 
has a very unusual speaker layout, 
courtesy of Bowers & Wilkins, Jaguar's 
suppliers were encouraged to get 
crazy with the design of the car, so 
the Coors and bulkheacs are lined 
with over 250 minute directional B&W 
Crive units, each about the size of the 
speaker used in a mobile phone 


Gear4’s instant 
iPod remote 


Gear4’s new 
UnityRemote 
turns Apple’s 
iPod Touch, 
iPhone and 
iPad into 
universal 





remote controls. Using the 
combination of a free app 
downloaded from the iTunes Store 
and a battery-powered infrared 
sender, the £99 package uses 
Bluetooth communication between 
the handheld device and the 
sender, and has user-customisable 
menu screens so commands for 
different devices can be combined, 
or whole sequences programmed, 
for example to switch on system 
components and select inputs. 
Gear4 

+44 (0)1494 435 530 
www.gear4.co.uk 
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EVERYTHING YOU NEED TO KNOW ABOUT... 


The latest wireless 
music develooments 


The way we connect our systems is changing: slowly, but it’s 
happening, says Tony Williams 


ast month this page took a 

look at the way connectivity 

in audio systems is changing: 
these days you're as likely to 
be connecting up an HDMI or 
Ethernet cable to play your music 
as a conventional phono pair or 
digital interconnect. But there 
are also signs that, just as home 
computer networking has gone 
from pulling Ethernet cables to wireless connections, so audio systems are increasingly turning 
to the airwaves to distribute music. It’s not hard to see the appeal: freed from the need to 





wire “zones” together, getting music in another room is now just a matter of having the right 
hardware connected to your main system and then plugging in a receiver where you want audio. 

Of course, there have been systems able to do this for a while: Yamaha’s MusicCAST system 
seemed a miracle when it was first launched, and Sonos has made a real success of components 
able to access and control music anywhere you want. Sonos now has stand-alone receiver/ 
speakers, able to be plugged in for instant playback in extra rooms, or paired up — the intelligent 
software deciding which is the left channel and which the right. ‘There’s a wireless dock able 
to make your iPod or iPhone a music store for whole-house music — or indeed allow a visitor 
to drop in their player for instant use — and as well as the smart Sonos Controller dedicated 
hardware, the whole thing can now be “driven” via a wireless network using a free app on an 
iPod, iPhone or iPad. 

By the way, expect to see a lot more of those control apps on Apple devices — and maybe even 
Android mobile phones — as networked audio devices become more common; once a receiver 
or system is connected to a home wireless network for streaming or internet radio, its possible 
for such remote control to be implemented over the network using the built-in Wi-Fi on these 
mobile devices, Or, as you can read opposite, they can be controlled directly using even simpler 
systems, again taking advantage of the mobiles’ built-in connectivity. 

A few months back we looked at simple audio connectivity devices from the computer 
accessory companies, but recent months have seen the same solutions being offered by 
manufacturers with a more established audio background. ‘They’re doing so both for wireless 
distribution between rooms and as a means of solving one of the major stumbling-blocks for 
surround sound at home: cabling for the rear speakers. 

German direct-sell speaker manufacturer Teufel is no stranger to these pages and its 
RearStation solution, selling for around £269, allows existing rear speakers to be run wirelessly. 
It comprises a stereo transmitter/receiver system, the receiver unit having a 2x30W amplifier. 
As well as making wireless rear speakers possible, you can also use it for room-to-room 
connectivity: itll work over 20m, and up to three receivers can be connected to a single 
“sender”, each additional unit costing a further £179. 

From an unfamiliar name comes an even more comprehensive system: Rocketfish is an 
in-house brand of US-based retailer Best Buy, which has recently moved into the UK market. 
Its basic Wireless HD Audio Starter Kit (£160) comprises a transmitter and a 2x22W receiver/ 
amplifier, again able to be used for wireless rear speakers or room-to-room working. 

The difference here is that the sender has four-channel input, and can thus, with the addition 
of an extra receiver/amplifier (£100), make all four rear channels of a 7.1-channel surround 
system wireless, or deliver different audio streams to two separate rooms, with up to nine 
receiver/amplifiers able to be used with a single sender. 

Suddenly the ability of modern AV receivers to deliver audio into one or more extra “zones” 
begins to make sense: with the addition of these wireless devices, you really can walk from room 
to room and continue to enjoy the same music you were listening to on the main system. 

It’s taken a while but the home of the future is at last beginning to take shape: next stop, 
wireless HD video distribution, too. It'll never happen? It already is... @ 
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Infidelities 


5 pr nome 
Everard 


One release, so 


many formats 


There’s a lot of talk around the audiophile 
forums, and indeed on the Gramophone one, 
about computer-stored and physical audio 
formats. Should one be ripping discs as .wav, 
flac, aac, .mp3, buying CDs or SACDs, 
downloading files at CD quality, or even 
searching for internet sites offering even 
higher resolutions? 

Or is it better to hope that the Blu-ray 
format will expand its audio-only offering, 
making high-quality discs able to be played 
even on relatively inexpensive hardware? 
After all, £100 will buy you a very decent 
BD player these days. 

‘The solution, as I discovered when 
compiling this month’s round-up of the 
best-sounding releases for my monthly 
Super Audio Corner, is already here — and it 
comes from one of the smaller labels. 

I'm a big admirer of Norwegian label 
2L, and listening to its “Kind” recording 
I started delving deeper into what this two- 
disc package had to offer, On the surface, 
you have LPCM stereo and DTS-HD 
5.0-channel, both at 192kH7z/24-bit, on the 
Blu-ray disc, plus a hybrid CD/SACD disc 
in the same package. 

However, with your Blu-ray player 
connected to a home network, you can also 
copy the whole dise in a choice of 192/24 or 
96/24 FLAC, CD-quality WAV or MP3; 
you just access the player via a web browser 
and away you go, using the mShuttle 
technology on the disc. 

In other words, it has just about every 
format anyone could ever want, all in one 
package, for home listening, playing in the 
car or copying to a handheld 
player or phone. 

Now why can’t all 
releases be like that? 
Andrew Everard 
Audio Editor 







‘Every file 
format you 
could want, in 


one package 
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ROTEL RDG-1520 


Streaming tuner brings 
radio up to date 


Rotel’s latest radio device is much more than a 
way to listen to Radio 3, says Andrew Everard 





efore you unbox the latest Rotel 
component, there’s a clue to what 
you're letting yourself in for: the 
RDG model number prefix is a 
new one for the company, and the 
explanation is on the packaging. It may look 
like a radio tuner but in fact this is a “Rotel 
Digital Gateway”, able to tune to internet 
radio stations as well as DAB and FM, stream 
music from a computer or storage device over 
a home network, and accept direct digital 
connections from a range of devices. 

Yes, like many other consumer electronics 
companies, Rotel is making the move into 
home streaming. It has an all-in-one solution, 
the £1195 RCX-1500 streaming CD receiver, 
for those wanting to do no more than add a 
pair of speakers, sit back and listen, but it’s also 
accommodating those with an existing Rotel 
system with the arrival of the £795 RDG-1520 
we have here, designed to match the rest of 
the 15 Series components. And if you have 
a system made up from the components of 
the company’s junior 06 Series, there’s the 


£650 RT-09 internet/DAB/FM tuner. The 


ed Cot ems 


=e (Sy We SL 


RDG-1520 is still a radio tuner, with separate 
antenna inputs for its FM RDS and DAB 
tuners, and 30 presets across the two bands. 
However, that’s just the start of what this unit 
can do: it also has a choice of wireless Wi-Fi 
or Ethernet wired network connection to a 
home broadband installation, allowing it to 
access a choice of what’s now estimated at 
around 15,000 internet radio stations, plus a 
variety of premium streaming services. 

Tt can be set up remotely via Rotel’s 
internet radio portal, where favourite internet 
radio stations can also be selected, and 
the RGD-1520 can handle internet radio 
streams in MP3, WMA, Org Vorbis, AAC 
and AAC+, the format determined by the 
streaming service. In addition, there are both 
optical and electrical digital input sockets, 
to which external source components can 
be connected, and a front-panel USB socket 
for memory devices such as USB “sticks”, 
from which it will handle WMA and MP3 
files, This socket also allows the direct digital 
connection of iPods and iPhones, bypassing 
the Apple player’s onboard conversion and 





THE TEST MUSIC 

LISZT. SCHUMANN. 
KNUSSEN Piano works 
Kirill Gerstein pf 

Myrios © MYROO5 

You dont need orchestral 
dynamics to give a system a work-out: the 
delicacy of this disc proves just as testing. 





SS 
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analogue stages and feeding the signal to the 
Rotel’s internal DACs, which are made by 
Wolfson and offer 24-bit/192kHz capability. 

Slightly unusual is the way the Rotel goes 
about handling network connections: rather 
than having an Ethernet socket on the rear 
panel and a simple screw-on connector for 
a stubby rubber Wi-Fi antenna, there’s just 
another USB socket on the rear panel, with 
Ethernet and IEEE802.11b/g Wi-Fi adapter 
dongles supplied in the box. 

The arrangement feels a bit clunky 
compared to the connectivity offered on 
rival products such as the Marantz NA7004, 
even though of course the Rotel has Wi-Fi as 
standard, unlike the Marantz. And there is a 
caveat — I'll come to that in a moment. 

Once set up, the Rotel will stream from 
PCs or Macs with sharing enabled, with 
direct streaming from PCs running Windows 
Media Player 11 or above, or Macs with 
suitable UPnP (Universal Plug and Play) 
software, and of course will also work with 
network-attached storage (NAS) drives, 
provided they’re running suitable UPnP 





sytem, want o ceote o bespoke hore cinema or wah to distribute music ond movies Proughew! you hovee, I") H-fi.can prowde o scludon 6 ad of oudige’s. fostes oud cifera. 


Viet our dedicated demonstration rooms, 
opening times are as follows: 


Nearest car park facilities can be found 
off Bedford Road, Guildford. 


WHEN IT COMES TO CHOOSING Hi-Fi & HOME CINEMA, WHAT MAKES PJ HI-FiSO DIFFERENT? >» >» > 


Based convenenly in certo’ Guldiord, PJ HFA hos specioised in he Gemorstolion proveion ord insiciafion ol quality hi and home cinema for ower 20 yeou. Ou dedicated demoralrution morrs alow you 
lo inten i) Comte to a range of eaceptiona produch, wihte our hlendy and tnowledgeabie staff are Chways On hand fo Grier any Quewions you may howe, Wivetheryou are boking for your fiat genuine hii 
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3 Bridge Street | Guildtord 
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software. Among the formats possible are 
WMA, MP3, WAV, AAC and FLAC, which 
should suit all but the Applecentric. Those 
wanting to stream Apple Lossless music files 
will need software able to transcode on the 
fly: for example, Elgato’s FyeConnect will do 
the trick for Mac-based content. 


PERFORMANCE 

That capability, however, does depend 

on actually getting the Rotel on to the 
network in the first place. I had no problems 
whatsoever with the little USB/Ethernet 
dongle supplied: once the device was plugged 
in and the network detected, I was streaming 
music from both servers and internet within 
minutes. The wireless dongle was a different 
matter: despite being just a few metres from 
my wireless router, the Rotel showed “low 
signal”, and repeatedly dropped internet radio 
stations, Similarly, though it could see my 
various streaming devices, it showed “empty” 
when I tried to access their music stores. It 
would seem that this third-party device is 
rather letting the side down: Rotel needs to 
take another look at its choice, or users should 
budget for a better Wi-Fi-to-USB “bridge”. 

It’s also worth pointing out that the unit 
has separate antenna inputs for DAB and 
FM, so either two aerials or a splitter will 
be needed, and that the socket marked 
“Computer I/O” on the rear does allow a 
computer to be connected, but only to control 
the unit, not to feed audio from it. 

There’s even a little fix to tone down the 
unit’s bright blue ring of light around the 
main power switch but it’s rather basic: a self- 
adhesive mask is provided, to attach to the 
fascia if the lamp’s too bright. 

What the Rotel lacks in smooth set-up, 
it repays in performance. As I’ve come to 
expect from the company’s current products, 
and in particular the upmarket 15 Series, the 
RDG-1520 sounds very good indeed across a 
range of material, from analogue and digital 
radio to a variety of online and streamed 


content. Playing files stored at a decent bit- 
rate from my iPhone showed the benefits of 
the high-quality digital input, with plenty of 
power, detail and ambience apparent even 
with 256kbps files, and things even better 

at 320kbps. The same is true with internet 
radio: of course, the Rotel can’t make really 
low bit-rate content sound anything but 
rather spare and clinical; but feed it the likes 
of my favourite Avro Klassiek stations from 
the Netherlands and you have a sound to put 
Radio 3’s terrestrial DAB service to shame. 

But this “tuner” really shines with CD- 
quality rips streamed from the home network, 
where it’s able to show just how viable is the 
concept of storing all your music for instant 
access. The sound is rich, well-balanced and 
packed with detail, not to mention having an 
open and involving treble that makes the most 
of recorded ambience. 

This isn’t the only streaming tuner on the 
market and it’s likely to find itself in an ever 
more crowded arena. But if you don’t want 
to put all your eggs in one streaming device 
basket, or you simply want to add a wide 
range of capabilities to an existing system — 
particularly if it’s a Rotel system — it’s well 
worth a serious look, and a lengthy audition. © 


ROTEL RDG-1520 

Type FM/DAB/internet radio tuner/streaming client 
Price £795 

Digital-to-analogue conversion 192kH2/24 bit 
Inputs Optical/electrical digital, frant panel USB for 
memory “sticks” and iPod/iPhone, rear pane! USB for 
Ethernet and Wi-Fi, FM and DAB antennae 
Outputs Analogue audio on RCA phones 

Other connections Computer control interface, 
infrared remote input, 12V trigger 

Accessories supplied Remote handset, Ethernet 
and |EEE80211b/g wireless adapters, DAB and FM 
antennae 

Dimensions (WxHxD) 43.1x9.9x31.2cm 

Made by Rotel, Japan 

Distributed by Rotel Europe, Dale Road. Worthing. 
W Sussex BNI] 2BH 

Tel +44 (01903 221 761 

www.rotel.com 











SUPER AUDIO CORNER 
A closer look at, and listen to, some 
recent high-definition recordings 


es KIND’ 
Ensemble 96 / Nidaros String 

~ Quartet / Kjetil Almenning 

AL ©) £2 21-076SABD 
- This disc of contemporary 
lullabies and Norwegian cradle songs 
carries stereo 24-bit/1I92kKHz PCM and 
FLAC, 24/92kHz FLAC, WAV and MP3 plus 
51-channel DTS-HD Master AuGio on a Blu- 
ray disc, and SACD on a bonus disc. 

The music here sounds lovely in the 
various stereo formats and takes on 
a whole new life in the superb wrap- 
around SACD and DTS-HD Master mixes, 
sourced, like all the other versions, in DXD 
24/352.8kHz resolution. 

This is a package as enchanting as it is 
fascinating, and a technical tour de force as 
well as perfect demonstration material. 


RAVEL Piano Concerto inG 
STRAUSS Metamorphosen 
Hélene Grimaud pf 
es, Chamber Orchestra of Europe / 
Viadimir Jurowski 
EuroArts/idéale Audience © £2 307 8734 
Presented in 1080) video and a choice of 
stereo PCM or 51-channel DTS-HD Master 
Audio, this is an intimate, no-frills record of 
the two pieces featured. The camerawork 
is unfussy to the point of being almost 
sedate in the Strauss, and the video, while 
lacking the ultimate “bite” of 1]OBOp, looks 
impressive even on a very large screen. 
When the sound stage and camerawork 
open up for the Ravel, it's in contrast to the 
Slow, contemplative cinematography of 
the opening work, But the sound remains 
excellent, ensuring this disc is as rewarding 
a listen as it is well worth a watch. 


THE CONSORT OF MUSICKE 


REDISCOVER THEIR TIME-HONOURED LOISEAU-LYRE RECORDINGS ON ELO CY UENCE 


(Lidaweeret 


eerste tuk EE 


Musicke of Sundrie Kindes es 


www.gramophone.co.uk 


Chansonnier Cordiforme 


COPRARIO: Songs of Mourning 


COPRARIO: Funeral Teares 


Become a friend on 


www.facebook.com/ 
AustralianEloquence 


Codex ws 


CDs available from all 
record shops in the UK 
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GRAMOPHONE 


BIRMINGHAM 


Our extensive range of products include 

@ Arcam @ Apollo @ Anthem @ Atacama @ Atlas @ Base 

@® Bose available at Solihull, Stratford, Stafford & Leamington 
@ Bowers & Wilkins (Nautilus Diamond available at 
Edgebaston & Solihull) ® Chord Company 

@® Chord Electronics @ Denon @ Dynaudio 

@® Dynavector @ Epos @ Grado®@ Infocus @ JVC Projectors 
@® KEF @ Marantz @ Meridian @ Michell @ Mission @ Mj Acoustics 
® Monitor Audio @ Musica! Fidelity ® NAD @ Naim @ Nordost 
@® Ortofon @ Panasonic @ Pioneer @ PMC @ Project @ Pure 

@ QED @ Quad @ Rega @ REL @ Roberts @ Rote! 

@ Sennheiser @ Sim2 @ SME @ Spendor @ Sunfire @ Tascam 
@ Teac @ Wharfedale @ Wilson Benesch @ Yamaha 


® STOURBRIDGE 


9 Market Street 
West Midlands 
DY8 IAB 

eR Co Ce eee 


LEAMINGTON SPA 
AP CS lee Sagas 
Warwickshire 

CV32 SE} 

ER Pe ee 


DARLINGTON 

17 Coniscliffe Road 
County Durham DL3 7EE 
01325 481 418 


® EDGBASTON @ STRATFORD 
363 Hagley Road Upon - Avon 
Birmingham BI7 8DI 1\0A Chapel Street 
a Pe eo CV37 6DP 
01789 414533 


® HATCH END 
344 Uxbridge Road 


Pinner, Middlesex 
Se. eee 
190 8470 19275 


SUTTON COLDFIELD 
10 Boldmere Road 
West Midlands B73 5TD 
0121 354 2311 


OPEN TUES - SAT 10:00 - 5:30 


Interest free credit on selected items * 0% APR 
badges mele tit Melilla el eae elites) cole 
® SOLIHULL 
93-95 Hobs Moat Road 
West Midlands B92 8jl 
0121 742 0254 


Home trials are available for 
ari) sleete lias) 


EPL ae) 18 

114 Woverhampton Road 
Staffordshire ST!7 4AH 
01785 358 216 


We offer custom installation of complete systems 
integrating hi-fi, home cinema, multi-room 
and lighting. 


www.musicmatters.co.uk 


LONDON LONDON 


020 7226 5500 4 


www.grahams.co.uk 
GRAHAMS 
A 


“One of the five best hi-fi 
shops in the world” 


ARENA Magazine 


Oranges & Lemons 


Grahams Hi-Fi 
Canonbury Yard 

190a New North Road 
London N1 7BS 


Audio-Visual 
Hi-Fi 


Multi-Room 


r= . Ss - "; 5 .- 
rrr. ero 
Po SI at 


SSE 
Naim Audio - Rega - Roksan - Rotel 
Densen - Dynavector - Moon - Nad 
Onkyo - Audion(valve) - HarmanKardon 
B&W - Focal)JMlab) - Spendor - Tannoy 
Definitive Technology - M&K - Velodyne 
Projekt - Well Tempered - Chord - QED 
Music Works - Abbey Road Cables etc 
HOME CONSULTATIONS - CUSTOM INSTALLS 


www .mikemanningaudio.com 
Ee -TiR Dae 3 ce -1 he 
ate et 
Pelt 
01935-479361 


AUDIO ACCESSORIES 


61-63 Webbs Road London SW11 


SUFFOLK 


the aqudio room 


audiolab e B&W e classe « denon 
e linn ¢ loewe e meridian ¢ naim ¢ panasonic 
pmc * proac * quad « rega e rofel 


38 St. Augustines Gate, Hedon, Hull 
HU12 BEX tel: 01482 896166 


2 George Street, Hedon, Hull 
HU12 8JH_ tel: 01482 891375 


www.theaudioroom.co.uk 
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SEM SO 


High Quality Hi-Fi 
and Home Cinema 
in Cornwall 


CORNWALL AND SOUTH WEST 


Telephone (01872) 273215 


‘ . oor 
A i 





Vinner of the Most Wanted Product in the USA 
Designed and handbuilt in the UK 

Used all around the world! 

Specialising in high-end vinyl playback 


Tel: +44 20 3176 0376 


The Michell 
CGyrodec 


Because nothing else sounds 
as good as this looks. 


With the best choice, advice & service 
For all that is real Hi-Fi & Home Cinema 


GRAMOPHONE 


AUDIO IMAGES IS THE SHOP. 
CALL NOW ON 01502 §$2853 125 LONDON ROAD NORTH, LOWESTOFT, SUFFOLK, NR32 THB 


WWW. ALU DIOIMAGES-HIFI.COM 





-ausactiar 
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News & Reviews 
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Compact surround speaker package 
with a bola, involving sound 


If you want style and performance, this 51-channel 
system is well worth a listen, says James Vesey 


he Minx range has the feel of a 
fairly important speaker system 
for Cambridge Audio. It puts the 
company head to head with the 
likes of KEF’s long-established 
KHT series, BR W’s MT models and 
‘Tannoy’s Arenas, pitched at those who want a 
complete surround system without filling the 
room with large loudspeakers. 
At the heart of the range are small satellite 


speakers: there’s the minute Min10, measuring 


around 8cm on each side and using a single 


drive unit, and the larger Min20 model, five of 


which are used in the $325 package here. This 
doubles up on the drive units and stands just 
over 15cm tall by 8cm wide and deep. 

All the speakers use the same 5.7em BMR 
driver, a flat panel combining the bending 
motion of early NXT -designed “new 
transducers” with the pistonic movement 
of conventional drivers. ‘The design has a 


5]-channel surround speaker system 
EE BOO 
ts 2x 5./cm BMR units in each Min20 
satellite, 20cm bass unit and 20cm ABR in X300 
subwoofer 
ty (Min20) 85cB/Wi/m 
wedance (Min20)'8 ohms compatible 
Pc ri 9 15°75 Min20. ¥300 has bulltHin 
300 IW amplifier 
@ 1I30HZ-20kKHz Min20, 33Hz 
¢6d 1B) 200H2 x: 300 
oF gloss black or white 
sC(HxWxD) 15.4x78x8.5cm Min20 
3141X%26.6x 27 ecm X300 
Mi: by Cambridge Audio, Audio Partnership pic, 
Gallery Court, Hankey Place, London SE1 4BB 
1+44 (0)845 300 1230 


The ultimate - it's a 


® 


number of advantages over 
standard “cone and dome” 
designs, not least of which 
are improved dispersion 

~ giving a wider “sweet 
spot” with the best tonal 
balance — and less drop-oft 
of sound pressure with distance, meaning less 
amplifier power is needed. 

Partnering the satellites is a range of 
subwoofers, combining powerful onboard 
amplification with a single driver plus a 
matching auxiliary bass radiator (two in the 
smallest subwoofer) to give plenty of low-end 
clout from a very compact enclosure. The 
subwoofer in the £800 $325 system is the 
midrange X300, with a 300W amplifier plus 
20cm driver and ABR, in a package around 
28cm on each side, standing on 3cm feet. 

Whichever configuration, what remains the 
same is the high-quality aluminium enclosures 
in a choice of black or white high-gloss 
lacquer, and built-in wall-mounts for the main 
speakers, with table or floor stands available. 


PERFORMANCE 


The Minx system exudes a feeling of quality to 


match its style and its price, and with it in place 


it’s clear the performance is on the money, 
too. That BMR technology gives the small 
speakers amazing room-filling ability, and 
there’s smooth integration between the various 
channels as well as between the satellites 

and subwoofer, making the whole package 
remarkably easy to set up and fine-tune. 

In use, it rapidly becomes clear that the 
Minx system is never what you'd call dull or 
laid-back: whether with accompanied solo 
vocals or a full orchestra and opera chorus it 






displays real insight and detail, while a wide- 


open handling of the high treble means it 
conjures up plenty of ambience with suitably 
atmospheric recordings. 

I’m not just talking about the stereotypical 
echoing churches here; whether with the 
Berlin Philharmonic Blu-ray mentioned in 
these pages last month or one of the excellent 
LSO Live SACD titles, the unique dispersion 
characteristics of the Min20 satellites and that 
seamless integration ensure the ambience 
captured on recordings simply wraps around 
the listener, almost anywhere in the room. 

Even if you sit noticeably closer to one 
of the speakers, there’s not that sense of the 
sound coming from a single point; rather the 
Minx system retains that winning combination 
of fine sound stage and effects focus and non- 
localised sound. Yes, that does also mean it’s 
rather good with those “objects flying round 
the room” action movies on Blu-ray, although 
they’re rather beyond the remit of this review! 

‘The one note of caution to be sounded 
is that the open, forthright treble might get 
overbearing with a brash, all-thrills surround 
amplifier — but fortunately such products are in 
the minority these days. 

Overall, then, this is a highly attractive 
system, as well suited to music as it is to more 
traditional home cinema fare.@ 


Contact one of our CTE) 
of the fact range and heare px ? 


have be missing - see 


The British company that produce loudspeakers that deliver 
the purest essence of a recording for both your home and 
for the world's premier classical recording studios — 


Nothing will bring you closer 


T 0870 444 1044 


www.pmec-speakers.com 
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25" — 27" February 2011. 10 a.m. -—5 p.m. every day 
at the Bristol Marriott City Centre Hotel 


Y Witness the launch of dozens of new products 
with many brought directly from the Consumer 
Electronics Show in Las Vegas 


Y Visit the What Hi-Fi? Sound and Vision stand 
fora dem or an answer to any questions you 
might have 


¥Y Speak directly to the manufacturers and designers 


Win a great prize in the Show Competition! 





Pick up a fantastic show bargain... with deals on 
most purchases! 


Enjoy Cabot Circus shopping and entertainment 
area with easy parking right next to the hotel 


Y li's the biggest and the best show of its type in the 
country - now in its 24th successful year! 


ADMISSION Adults £9.00; Students and Senior Citizens (over 65) £6.00. Two Day Ticket: 
Adults £15; Students and Senior Citizens £10. Accompanied children under 16 free. 


NEWS 

The Show 

is KNOWN as 
THE place to 
see and hear 
all the latest 
products. 
Keep checking 
the website as 
news will be 
added ona 
weekly basis. 


ARCAM - UK debut of the AVR 400 receiver 
AUDIOLAB - showing the 8200 series 
B&W - UK launch of the new Zeppelin Air 


BRYSTON - new BDP-! digital music player 
CYRUS - unveiling the long awaited 
streaming music players 
ELECTROCOMPANIET - launch of Prelude 
PD! Dac 

JVC - showing three new 3D ready 
projectors and full HD 3D camcorders 


For the very latest information please 


visit www. bristolshow.co.uk 





% SOUND& 


a 





VISION 


THE BRISTOL SHOW 





HI-Fl, HOME CINEMA, 
3D TVs, PROJECTORS - 
IT’S ALL AT BRISTOL 

and there are lots more 
surprises in store! 


see and hear 
Over 165 brands 


with more bc 9) 4) le ellme ts time 









GETTING TO THE SHOW mie 


ae 
BY TRAIN: lemple Meads Station is a , woe 
short distance from the Marriott. og awe 
BY CAR: From the M4 take J19 , i, a 
(M32 - Bristol). Follow signs for aa i 
City Centre and RAC signs sind eo * ih» 
to the Show. For those ” £2 
using satelite navigation \ df 
systems the hotel post —— ff ee 
code is BS! 3AD. = % - 
Easy local parking in ) a 
Cabot Circus car park ” , 4 
and Broadmead and sti — 


Bond Street NCPs. 


The Cabot Circus Car Park 
has over 2500 spaces. It is easily accessible from the end 
of the M32 off Newfoundland Stree!. 


In association with 


SEVENOA<S 


ee ee 


Organised by 


es lelentonan 





Hi-Fi? 


SOUND AND VISION 





MONITOR AUDIO - launching the Bronze Bx 
and Gold GX SeriesNAIM - first showing of 
the full Ovator speaker line up 

PMC - hear the beautifully proportioned 
fact.3 

WHARFEDALE - European launch of the 
Jade hi-end loudspeaker range 

YAMAHA - UK debut of the MCR-550 micro 
component system 











There are also many new brands making their first appearance at the Show! 


BRANDS INCLUDE Acous-Tech, Acoustic Energy, Acoustic insight, Acoustic Signature, Amphion, Analogue Productions, Analysis Audio, ANT, Anthern, Arcam, Armour Home Electronics, 
Astin Trew. Atacama Audio, Atlas Cabies, Audience, Auaio Fidelity, Audio Note, Audio Technica Headphones, Audionet, Audiovector, Auluxe Corporation, Aurousal, Aururm Speakers, Back 
to Black, BDI, BECHOCOLATE. Bedini, Black Diamond Il, Bive Horizon, Bowers and Wilkins. Brysion. Cabasse, Canton, Castle, Chapter Audio, Chapfer Electronics, Chisto, Chord Company, 
Chord Electronics, Cinemax, Classic LPs, Classic Records, Cleariight Audio, Computers Unimited, Conran Audio, Cyrus, Dall. Deltec Precision Audio, Denon, Diverse Vinyl, Dynaudio, Elac 
Flectrocompaniet, Epson, Exposure, Finders Keepers, Focal, Friday Music, Furuiech, Gokiring, Grado, Guerssen, Heco. Henley Designs, Hi-Fi Choice, Hi-Al News, Hi-Fi Racks, Hi-Fi World, Hi 
fit, HiFi Critic, HiFi-Tuning. Home Cinema Choice, IAG, Icon Distribution, Icon Furniture, tsofek, Jomaican Recordings, JAYS, IVC, KEF, Keith Monks, Kudos Audio, Leema Electroacoustics, 
Lehmann, Marantz, Mango Audio, Men Wilh Beards, Meridian, Michell Engineering, Mobile Fidelity, Monitor Audio, Music on Vinyl, Myryad, NAD, Naim Audio, Nain Label, NAT Audio, Neat 
Acoustics, Nordost, Olive, Onkyo, Optoma, Original Recordings, Ortofon, Paradigm, Peachtree Audio, Philips, Pionees, Plain Recordings, PMC, Power Wrap, ProJiect, ProAc, PSB, Pulse. Pure 
Pleasure, Pure Sound, Q Acoustics. QED, Quadral, Quadraspire, Realiser, Rega, REL Acoustics, Roksan, Rotel, Ruark, Screen innovations, Sennheiser SIM2. Simple Audio, Simply Vinyl S$mX, 
Smyth SVS, Sonic Design, Sonos, Sooloas, Sou! Jazz, Sound Fowndations, Soundway, SP Acoustics, Soeckers Corner, Soendor, Stuff, Sundazed, Supra Cables, T+A, Tannoy, Three Black Feathers, 
Time Step, TMsysiems Lid, Totem Acoustic, Trock Audio, Triangle, True Colours Industries, Unity Audio, van den Hul, Vandersteen Audio, Vienna Acoustics, Vinyl Lovers, Vinyts Best. Vito Audio, 
Vovox, Walker Audio, Wavelength Distribution, Wherfedale, What HiFi? Sound and Vision, What Satellite 4 Digital TV, Wilson Benesch, WireWorld UK, XTZ, Yomaha, 7VOX and many more... 
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RECORDS WANTED 


Harold Moores Records 
2 Great Marlborough St, London, W1F 7HQ. 


(207 437 1576 
0207 287 0377 
Collection of LPs and CDs bought for cash, please call or email us first. 


Sale starts 15th January 2011 
website: www.hmrecords.co.uk 
email: sales@hmrecords.demon.co.uk 


revo lutions 
records rane GRA MPR 


Run by musicians Biieinoree oon i We will travel to anywhere in the UK to view 
a ae sizeable collections or can buy by post from your 
for music lovers a rT lists. Quality hi-fi equipment purchased - 
F cowunsia \ EMT - GARRARD - TANNOY - THORENS Etc. 
For prompt attention, contact: ne CD Collections also purchased 
Darran Laine, BA (hons) or Dr Matthew Pollard : 
Revolutions, 1° Floor 67 Victoria Road, 


<= Tel: 01903 209553 
Worthing, West Sussex BN11 1UN 


email: info@revolutions33.co.uk 





www.revolutions33.co.uk 


RECORDS WANTED 


WANTED! 


LP AND HI-FI COLLECTIONS 


BUY e SELL © TRADE 
vinyl e CDs e DVDs e box sets 


nothing legal refused! (ID required) 


CLASSICAL MUSIC EXCHANGE 


36 Notting Hill Gate, London W11, open 7 days 10am - 8pm 
weve. estye iNamukpm @ 020 7229 3219 


FROM THE 1950s AND 1960s 


LARGE CD COLLECTIONS 
ALWAYS CONSIDERED 


EMAIL 
watson207@btinternet.com 





TELEPHONE 


0113 2534010 RECORDS WANTED 





Classical CD collections bought. Can collect/ deal by post. Website: 
www.esmetronrecords.com Please e-mail esmetronrecords@btin- 


Private collector seeks 78s of opera singers. High prices paid. Tel: 
ternet.com 


(+44) 01245 441661. 
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RECORDS FOR SALE 


For a huge selection 

of CDS and an efficient 

mail order service that 

guarantees fast, reliable access to the music you 


require.Call Banks Music on 901904 658836 


lf we haven't got what you want, 
we can almost certainly find it for you. 


Banks Music 


The Complete Music Retailer 


18 Lendal, York, YO1 8AU 
email sales@banksmusic.co.uk 


6%) SPIRAL CLASSICS 


/ Fine Quality Classical LPs 


SXL * SAX * ASD * SB * AMS etc 
Original labels & pressings * Early mono & stereo 


Mail Order * Worldwide 


52 Herbert Street, Loughborough, LEi1 1NX 
Tel +44(0)1509 557846 Fax +44(0)1509 557847 


www. spiraiciassics co uk * sophiaW@spiralclassics.co.uk 


yo ha ' 
ce. ’ es) ee eS tet GE ) 


Vib tiaee lel 
classical CDs and DVDs, including many rare and 
melee 


composers 


Sell eer 4s webs as eich elecie comics ale i and 


deleted titles. The site offers up to 
titles with the music of over 1,00 ) 


All CDs guaranteed. We sell, we buy, we exchange 
www.classicalcdexchange.co.uk 
ek rae re re 


GD Units, Cofton Road, Exeter, EX2 8QW 





Oriel Opera Archives 


‘Preserving Our Opera Heritage’ 
British Opera performances from 50 years ago on CD -mostly in English 
Now carefully restored. 


Great Performances! Great Singing! Great Sound! 


Catalogue and free sample CD available from: 
Oriel Music Trust, 
79 Ftordd Glyder, Port Dinorwic, Gwynedd LLS6 40X 
orieimusic@aol.com 01248 670 797 





TOP PRICES PAID 
ene 


1950-1975 A 
a> 


Will Collect 


email: | r lowe@hotmail.com 


<<" <=p- 
TELEPHONE Wi 


01333 311949 


MUSICAL INSTRUMENTS 


www.sonicviolins.co.uk Electo Acoustic Specialists Amplified 
Violins with Accurate Acoustic Sound 01202 650322 


arborough House 
Bookshop & Coffee House 


2000 LPs & 3,500 CDs Rapidly Changing Stock. 
Much unusual repertoire. All guaranteed. 
Large secondhand general book stock. 


We buy interesting LPs and CDs and quality books, 
particularly music, philosophy and literature. 
Will collect or pay postage. 


Open 5 days |0-5.00 closed Mon & Wed 


THE SQUARE, BISHOPS CASTLE 
SHROPSHIRE SY9 5BN 
TEL: 01588638318 
Email: mail@yarboroughhouse.com 


CLASSICS 


www.kernowclassics.co.uk 


Collectable and rare classical LPs from the 1950s -1970s 
available for sale worldwide. 
Musical Consultancy also available. 


uirles @ kernowclassics.co.uk 
Tel: (+44) 01726 879059 
Mob: 079889 398782 


AUTHORS 


Please submit synopsis plus 3 
sample chapters for consideration to: 


Email: e 


Olympia Publishers 
60 Cannon St, 
London, EC4N GNP 


www .olympiapublishers.com 









SCHOPPER AG 
(Switzerland) 


The best partner for your Thorens TD 124 ! 
Restorations & Parts 


www.thorens-td124.ch 


_ SEVENOAKS 
Classical Compact Discs and DVDs 
The Compact Disc $ 
57 London Road, Sevenoaks. 01732 740 889 
martin@bluesandjazz.co.uk 


* Awide range of new releases and back catalogue in stock. 
@ All Labels - All distributors - Both large and small. 
@ Full title and artist identification service. 


MAIL ORDER 


ls now a major part of our business, We offer a prompt and 
efficient delivery usually within 2/3 days. 
GIVE US A RING AND TRY OUR SERVICE 
@ We also stock Jazz, Blues, World music and talking books etc. 


ART 


Abstract Art and Collage. Original abstract paintings and collages 
by James Burden. 
WEB: www.jamesburdenabstractartandcollage.com 


Gramex 
& Jazz @ Gramex 


The best used classical record 
and CD shop in Europe 


Thousands of classical and jazz CDs, 
DVDs and 78s in stock including 
rarities and deletions. 


Best prices paid for recordings 
in perfect condition 
Open 11am to 7pm Monday to Saturday at 
25 Lower Marsh, London, SE1 7R] 
(Adjacent to Waterloo Station) 
Tel: 020 7401 3830 
E-mail: gramex@btconnect.com 





Ben’s Collectors Records 
Next Guildford Record Fair Sat 29.01.11 
5 Tunsgate, Guildford 
Surrey, GU1 3QT 
Email: ben@bensrecords.com 
01483) 301165 


Classical, jazz and pop 








Records, CD's and DVD's bought and sold 


BOOKS 


www.mahlersheavenlyretreats.com 
Book, DVD/CD+ Mahler's London 

Tel 02074039141 

PO Box 56376, London, SE12SQ 


BOOKFINDING SERVICE 
Out-of-print titles. All subjects. Also music, 
records & CDs. Books are mailed overseas. 


Barlow Moor Books 


29 Churchwood Road 
Didsbury, Manchester M20 6TZ 


Telephone: 0161 434 5073 
Email: books @ barlowmoorbooks.co.uk 





EQUIPMENT WANTED 


Any old interesting valve amplifiers, Tannoy speakers, Garrard 301, 
401 or Linn turntables etc. LP's also bought.Tel:01986 895929. 
Email: nick@emporiumbifi.demon.co.uk 


Wanted - Viny! LP record and CD collections and Hi-Fi turntables, 
amps otc.” Buyer can collect. Phone Geoff: 01525 237693 
Bedfordshire. Email: classical_records@hotmail.com 


SOCIETIES 


British Music Society. Promoting the music of neglected British 
composers wortdwide, Details: 7 Tudor Gardens, Upminster, Essex 
RM14 3DE. e-mail: sct.bms1943@amserve.com 


AUTOGRAPHS 


Autographs for Sale 


Henry Wood's and other famous 


musicians’ autographs on dinner menu 1929. 
Write M. Bennett, 20 Broad Street, Lyme Regis 
DT7 3QE with em address. 





MAGAZINES 


For sale. Gramophone magazines June 1990-May 2010 (volumes 
68-87) complete. All magazines and indexes, No CDs. Excellent 
condition. Buyer collects from North London. 07932044574 
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CD FURNITURE EDUCATION - SUMMER SCHOOLS 


et | | 


Storage Solutions 





Celebrating 
» our 40th 
Anniversary! 






VMAX RANGE es1 1970 


HANDMADE, HAND POLISHED, 
NO ASSEMBLY REQUIRED! 


Shelves adjustable by 1” increments to 


accommodate 660 CDs, DVDs or books 





Height 188cm, Width 42cm 


WOODS: OAK, CHERRY 
MAHOGANY, MAPLE ETC 





Wizard Range 
Holds 2.296 CDs 


WAS RI 
NOW 


BAS 


INC VAT 





TEL: YOUR ORDER NOW 


01423 500442 


www.iansbespokefurniture.co.uk 


VN] SID)AWY/4N FADES) BESPOKE HANDMADE FURNITURE 


The Old Chapel, 282 Skipton Road, Tel: 01423 500442 
Harrogate, North Yorkshire, HG1 3HE Fax: 01423705200 





RECORDS WANTED RECORDS WANTED 


ee PTT TF 


| oor IF YOU WOULD LIKE TO SELL YOUR VINYL 
Collections of Classical COLLECTION, OR CD COLLECTION, PLEASE 
CDs e DVDs ®t Pp Records CALL 01424 846 581. TOP PRICES, AS ALWAYS. 


EAST SUSSEX LATEST RECORD & CD SHOP: 
THE RECORD SHOP, 6 COODEN SEA ROAD, 
Cash paid ~ fast pick-up ~ call for quote LITTLE COMMON, BEXHILL ON SEA, TN39 4SL., 
0115 8080210 ~ mobile 07539 831066 
email; sales@ciassicalcabin.co.uk 
Nottingham, UK 
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AUDIO REFERENCE 


ne, 14 


SUAS eel 


Clearaudio Concept = 


The Clearaudio Concept system is a perfect blend of style, form and function 
combined with a highly sophisticated musical perfomance. It uses an innovative 
friction free magnetic bearing tonearm and a DC coupled 3 speed motor (33,45, 78) 


y Fan 0 epee oa hs 
For furlher deltads on Clearaudio oroducts contact Audio Reference 
(includes factory setup Arm and Cartridge! www. audioreference.co.uk | info@audioreference.co.uk 
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University of Aberdeen yy 


muSIC prize 


an international 
competition 
for composers 


4-6 November 2011 


Prize: £5,000 commission to compose 
a work for the BBC Scottish Symphony 
Orchestra — to be broadcast on BBC Radio 3. 


judge Julian Anderson 
Patron Dame Evelyn Glennie DBE 


a 


Oa” 


siiac it Pe 
Gosing date for applications is Spm GMT on Friday 27 May, 2011 
ale UNIVERSITY 


For further information and application details of ABERDEEN 


please visit the website www.abdn.ac.uk/musicprize 
email: musicprize@abdn.ac.uk or call = @) 
+44 (0) 1224 273233 


AE A er 


ORCHESTRA 





WEST DEAN 
COLLEGE INTERNATIONAL 
CHILINGIRIAN CLASSICAL 
QUARTET GUITAR FESTIVAL 
Concerts 20-24 August 


Concerts 17-21 July 
Concert by The Chilingirion Quortet 
Sunday 17 July at 8pm £15 


Concert by David Russell 
Saturday 20 August at 8pm £15 
Concert by Carlos Bonell 


Public Masterclasses with Sunday 2! August at 8pm £15 

The Chilingiricn Quartet the 

Monday 18 July at 2pm £8 (inc tea) Concert Kulikova 
Monday 22 August | 

Concert by The Chilingirian Quartet “ meen et 


Tuesday 19 July at 8pm £15 


. - (featuring Gordon Giltrap and 


Raymond Burley) 
Wednesday 20 July 8pm £6 Wednesday 24 August £12 
Students’ Informal Concert Gu 
Thursday 2! july at 2pm £6 (inc tea) mqural aru 

|2pm — 6.30pm £10 


West Dean, Chichester, West Sussex PO|8 0QZ 
0844 4994408 +44 (0)1243 811301 
www.westdean.org.uk/college short.courses@westdean.org.uk 


www.gramophone.co.uk 


U 


Concert by the duo ‘Double Vision’ 
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New “Releases Index 


The latest releases on CD, SACD, DVD and Blu-ray 


Key: © Full price £11 and over ® Medium price £8 - £1099 @® Budget orice £6 - £799 © Super-budget price £599 and below @ Reissue @ Historic 8. SACD B® DVD-Video S2 Bit-ray 


COMPACT DISC 


AEON 
Schubert ‘Arpeggione’ Son. Gringolts/Coppey/Laul. 

© AECD1095 
Various Cpsrs Codex Chanully. De Celis/Brisset, L. 

® AECD1099 





APR www. aprrecerdings co.uk 
Various Cpsrs Cpte Rees. Grismger. © @® APR7501 
ARTS MUSIC www.artsmusic de 


Schumann Album fiir die Jugend. 4vnmara. ©) 28 47756-8 


ATHENE-MINERVA www. athenerecords.com 
Shostakovich. Tchaikovsky Syn No ¥. Pf Conc No 2. 
Boyde/Freiburg PO/Fritzsch. ™ @ ATHCD16 
AURORA 


Vaage Gardens of Hokkaido, Cyclops. Chaconne. larious 





artists. © ACD5072 
BARBIROLLISOCIETY 
Various Cpsrs Ob Wks. Rothwell, E/Barbirolli, 7. 

(2 @ S|B104546 
BERLIN CLASSICS www. edeiclassics.com 
Bach Vn Partitas, Seiler. ™ 0016722BC 
BIS www. bis. sé 


Beethoven Pf Concs Nos 4 & 5. Sudhin/Mimesota Orch/ 
Viinskil. (F) .® BIS-SACD1758 
Dowland. Purcell ()rpheus in England. Kirkiry/Lindberg. 
© BIS-CD1725 
Gruber Busking. Sols/Swedish CO/Gruber. ©) BIS-CD1781 
Smetana \ia Viast..Vialaysian PO/Flor. 
() 8% BIS-SACDI805 
Tchaikovsky Syms Nos 1-6. Gothenburg SO/Jarvi, N. 
© @® BIS-CD1897/8 


BRIDGE www.bridgerecords.com 
Crumb Ed, Vol 15. Orch 2001/Freeman. © BRIDGE9335 
BRILLIANT CLASSICS www yoanrecords.com 


Barrios Cpte Ger Wks. Poryieddu. © @® 9204 
Clementi Cpre Pf Sons Vol 4+. Mastroprimiano, © @ 94024 
Debussy. Franck. Ravel Vn Sons (r1985). Wints/Bronfinen. 
© @ 94160 
Fauré Requiem. Popp/Estes/Leipzig Rad Chor/Dresden 
Staatskapelle/Davis, C. ®& @ 93947 
Hummel! \lissa Solemnis Solamente Naturuli/Talpain. 


© 94115 
BR KLASSIK 
Brahms Syms Nos 2 & 3. BRSO/Jansons. © % 900i 
CANTALOUPE MUSIC www.cantaloupemusic.com 


Bryars. Glass Sul) Rosa. Facades. Sentieri Selvaggi. 
® CA21048 


CLASSICAL CD 


SPECIALIST FRIENDLY SERVICE AT VERY 
LOW MAIL ORDER PRICES 


AT OUR REFURBISHED LARGER SHOP 
3/SHIGH PAVEMENT 


NOTTINGHAM NGI! 1HF 
tel: 0115 948 3832 


Please phone, write or email us at 
classicalcd @hotmail.co.uk for details of our 


current offers 
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@® CA21064 
® CA21058 


Lansky Vhreads. So Perr. 
Wolfe Dark Full Ride. Wolfe. 


CASCAVELLE 

Bach. Brahms \iotets. Lieder. Dinkel/Lausanne Voc Ens/ 
Cortoc. © 2 @ VEL3090 
Honegger Roi David. Danse des morts. Gulbenkian Ch & 
Orch/Corboz. © @ @ VEL3091 
CEDILLE www. cedillerecords org 


Garrop [n Eleanor’s Words. Baggutt/Huang/Lincoln Trto/ 


Biava Qt. ©) CDR9000122 
CELLOCLASSICS www celloclassics.com 


Mendelssohn Cpte Ve & Pf Wks. Curr/Sauer. 
® cc1029 
CHALLENGE CLASSICS 
Beethoven Syins Nos | & 5. Netherlands SO/Vriend. 
© .%. CC72364 
Beethoven Vc & Pf Wks. Berger, 7/Gallardo, ©) CC72504 
Liszt. Rachmaninov Pf Conc No 2. Tswjii/Berlin Deutsches 
SO/Sado. © CC72371 
CHAMPS HILL www.champshilirecords.co_uk 
Bowerman |’ avour lantasies. Puilthorpe/Shapira/Galvydyte. 
©) CHRCDOIS 
Various Cpsrs Perc Wks. O Duo. ® CHRCD017 
CHANDOS www.chandos.net 
Balbastre I ipd Ste. Vutes. © CHANO777 
Easdale Film Wks. \illar/BBC NOW & Chor/Gamiba. 
© CHAN10636 
Grainger Core Ed. Marius artists. © 1 CHAN10638 
Hoist Orch Wks, Vol 2. Manchester Chir Ch/BBC PO/Davis. 
©) 8 CHSAS086 
Various Cpsrs Cl Wks. Collins/McHale. ==©) CHAN10637 
Wagner |ranscriptions, Vol 3. RSNO/Jirzi, N. 
©) 2 CHSA5087 





CHRISTOPHORUS 
Cifra Loreto Vespers. Ensemtble officium/Rombach. 

© CHR77321 
Paminger, L Cpte Sacred Chor Wks. Strmenrwerck. 

© CHR77331 
Various Cpsrs Roman de la Rose. Lutzenberger/Per-Sonut. 

© CHR77325 


www.col-legno.de 


© WWE1CD20294 


COLLEGNO 

Mitterer \\assacre. | arious artists. 

Mitterer Org Wks. VWitterer. © WWEI1CD20296 

CORO www the-sixteen.org uk 

Victoria Hail, other of the Redeemer. Sixtevn/Christopbers. 
© COR16088 





cPO 
Humperdinck Dornroschen. Sols tne! Passivinder, 
Landshamer, Kaiser/Bavarian Rad Cb/Miunich Rad Orch/ 
Schirmer, © @ CPO777 510-2 
Lehar Best Sym Ws, Various artists, ™) G) CPO777 639-2 
Mendelssohn (ct. Sx. / Solisti Pilarmenict Italiani. 

(©) CPO777 §24-2 
Ptitzner Orch Songs. Begemann/NWDPO/T ask. 

© CPO777 552-2 
Telemann Wind Concs, Vol 5. La Stagione Frankfurt/ 
Schneider. () CPO777 401-2 
Various Cpsrs Concert for Ammo Schmidt. Lakey/Ob Ton- 
Ens/Lang. © CPO777 508-2 


DACAPO www dacapo-records. dk 
Gudmundsen-Holmgreen Chbr Wks. Ary Noww 
Copenbagen/Hillier. ©) 6220583 
Hodkinson. Ronsholdt Fish & Fow!]. Dear Fish. Srenatet/ 
Andkjer-Olsen. © 8226550 


en es ee we. 


DANACORD 
Chopin. Schumann Pt Trans. Vernders. 


www.cpo.de 


www danacord. dk 


© DACOCD687 





DECCA www, deccaclassics.com 


Anonymous Spirituals. Butile/Levine. ® @ 477 9377 
Britten Peter Grimes. Harper/Vickers/ROH Chor & Orch/ 
Davis, © @ @ 478 2669 
Leoncavalio, Mascagni Pavtiacci. Cavalleria Rusticana. 
Norman, F/Bychkow/Chailly, ® @ @ 478 2672 
Mozart Hn Concs. Tickwell/LSO/Maag. ® @ 478 2659 
Offenbach Contes d'Hoffmann. Norman, 7/Studer/Aratza/ 
Dresden Staatskapelle/Tate. © @ @ 478 2675 
Rossini Arias. Burtoli/Arnold Schoenberg Cb/Vienna Volksoper 
Orch/Pataneé. ™ @ 478 2663 
Various Cpsrs Vn Wks. Chung/Voll. ™ @ 478 2660 
Verdi Aida. Price, L/Gorr/Vickers/Rome Opera Chor & Orch/ 
Salti. ® @ @ 478 24679 
Wagner Ovts. Chicago SO/Solti. @ @ 478 2662 


DEUTSCHE GRAMMOPHON www ceutschegrammophon.com 


Bacewicz Chbr Wks. Zimmermann, K. © 477 8332 
Bach Brandenburg Cones. Orch Mozart/Abbado. 
@ (2 @ 477 890-8 
Donizetti Lucia di Lammermoor, Studer/Domingo/Pons/ 
LSO/Marin, © @ @ 477 9121 
Giordano I'tdora. Gheorghiu/Domingo/Monnaie SO/Veronesi, 
© @ 477 8367 
Higdon. Tchaikovsky Vn Concs. Haln/RLPO/Petrenko. 
© 477 8777 
Kancheli. Part. Shostakovich \'n Conc. No |. Butiasheeli, 
L/Bavarian RSO/Salonen. © 477 9299 
Mozart Pf Concs Nos 19 & 23. Pollini/VPO/Babm. 
 @ 477 9376 
Puccini Vadama Butterfly. Freni/Berganza/Carreras/Philb/ 
Sinopoli. © @ @ 477 9128 
Rameau Hippolyte et Aricie. Pouchévourt/Gens/Musiciens de 
Louvre/Minkinwski, © @ @ 477 9393 
Schoenberg Pelleas & Melisande. Gutav Mahler YO/Boulez. 
© 477 9347 
Strauss, R Rosenkavalier. 7 omowa-Sintow/Baltsa/Perry/VPO/ 


Karajan. © @ @ 477 9131 
Various Cpsrs Placido Domingo - The Opera Collection. 
Domingo. ®) (26 discs) 477 9336 


Various Cpsrs Plicido Domingo Story. ™ 3) 477 9333 
Wagner Walkiire. Bebrens/Norman, J/Lakes/NY Met Opera 


Orch/Levine. @ 2) @ 477 9135 
DIVINE ART www divine-art.com 
Beethoven. Mozart |’! Sons. (yusiend. ™ DDV24147 
DIVOX wuiw.divox.com 


Perrin \iusique Concertante. Sols/Potsdam Chor Academry/ 


Antanioli, ® 8 CDX209066 
DORIAN www.doriar_com 


© DSL92118 
® DSL92119 


Anon Sol y Luna. Priv. 
Bach Viotets. Buch Sinf/Airitham. 
Biber Viystery Sons. Wediman. ™ 2) DSL92127 
DUTTON LABORATORIES www.duttonvocalion.co.uk 
Bainton. Boughton Orch Tone Poems. RSNO/Vates. 

® CDLX7262 


The Crotchet Web Store 


Dedicated to Classical Music, Jazz & Film 
Soundtracks, Search our on-line database & 
order securely. 


www.crotchet.co.uk 
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DUX RECORDINGS 
Beethoven \'c Sons. .Wonighetti/Gililoe. © DUX0704 
Hendrich, P Chbr Wks. Virious artists. © DUX0754 


Nikodemowicz \'n Wks. Ditida/Schulz-Brzyska. 
® DUX0705 

DYNAMIC www dynamic it 
Allegri Stes Medicee. Gran Consort Li Stromenti/Lastraioli, 

™ DMs007 
Brahms Deutsches Requiem. Giebel/Prey/RAI SO & Chor 
Milan/Bertola/Celibidache. ™ TD16596 
Fasch Concs. Overture. Accademia Bach Bg Orch/Gubert. 

® DMs009 





Mahler Sym No 9. R4l SO Turin/Barhirolli, ® IDI6599 
Ponchielli Chbr Songs. Zanello/Bruni. ® $2043 


Reger 3 Va Stes. Vn Son No 7. Bianchi. ™ DMs008 
Schubert. Schumann Syn No 8. Sym No 2. RAI SO Rome/ 
Celibidache. ™ TDI6607 
Tchaikovsky Pf Concs. Gilels/RAI SO Milan/Previtali/ 
Leningrad PO/Kondrashin, ™ ID16606 
Various Cpsrs Art of Segovia, Vol 5. Segovia. ™ IDI6590 
ECM NEW SERIES www.ecmrecords.com 
Holliger. Schumann Kreisleriana. Longuich. (© ECM2104 
ELECTIVE SOLITUDE 
Bach Art of Fugue. Boyle, D. 


EMI wwwemiciassics.com 


(® @ 88450230215 


Bach Mass in B Minor. Klemperer. © @ @ 918694-2 
Bach Vn Concs. Periman. ® @ 918700-2 
Bach Vin Wks. Menuhin, © @ @ 648298-2 
Beethoven Cpre Pf Concs. Bureniwim. ‘© @ @ 918702-2 


Beethoven Pf Concs & Sons. Richter-Haaser. 
© @©@ 648309-2 
© © @ 648303-2 
® @ 918709-2 
© © @ 6483 16-2 
© @ @ V18711-2 
® © @ 648322-2 
® @ @ 648327-2 
©) 907872-2 
© 2 @ 918718-2 
® 1 @ 909946-2 
© ® @ 648351-2 


Beethoven Syms. Clirytens. 
Berlioz Sym Fantastique. Beecham. 
Brahms Orch Wks. (rein. 
Brahms Pf Concs. Aovucevich. 
Chopin Pf Wks. Cziffru. 
Debussy Pf Wks. Peroff- 
Handel Chiulio Cesare - exes. Dessiry. 
Handel \iessiah. Davis. 
Haydn. Mozart Orch Wks. Beevbuavor. 
Liszt Pf Wks. Criffiw. 
Mahler Sym No 2. Ruttle. ®@ 647363-2 
Mahier Sym No 9. Bartiralli. ® @ 918725-2 
Monteverdi Vespro della Beata Vergine (+DVD). Pliubar. 

© 641994-2 
© © @ 648338-2 
© © @ 648345-2 


Mozart If Cones. Burenhorn. 
Rachmaninov Pf Wks. Collard. 


Rossini Overtures. Giulinr. ® @ 918734-2 
Satie Pf Wks. Ciccolini © © @ 648361-2 
Scarlatti, D Sons. Zacharias. () @ 648367-2 
Scariatti, D Sons. / hurvud. () 6420160 
Schubert Syms. Aurajan, © @ @ 648372-2 
Schubert Syms Nos 8 & 9. Karajan. (® @ 918735-2 
Strauss, R Lieder. Dumrau. ™ 6286640 
Strauss, R lone Poems. Kenzpe. © @ @ 918745-2 
Vivaldi (sloria. Magnificat. Mati. ® @ 918755-2 


Various Cpsrs Diva, Divo - op exes. DiDonatu. © 6419860 
Various Cpsrs Eny Orch Wks. Beecham. © © @ 909915-2 
Various Cpsrs Fr Orch Wks. Beecham. © @® @ 909932-2 
Various Cpsrs Great Communicator. PBeechiane. 

© @ @ 909964-2 
© @ @ 918459-2 
® @ @ 918493-2 
© @ @ 918514-2 


Various Cpsrs loon. Scrwarzkopf. 
Various Cpsrslcon. Prey. 
Various Cpsrslcon. Velos Env. 
Various Cpsrs icon. Arriu. © 1 @ 918432-2 
Various Cpsrs icon. Sehiwmann, E. © © @ 918480-2 
Various Cpsrs Later V'radition. Beecham. © @ @ 918611-2 
Various Cpsrs Lesson in Love - voc wks. Royal. © 948536-2 
Various Cpsrs Viva Domingo. Domingo, © © @ 648757-2 
Wagner Ring des Nibelungen. Furtwingler. 
® @ @ 908161-2 
EXTON 
Mahler Sym No 4. Pittsigh SO/Honeck. 
©  EXCLOO04S8 
Wagner Orch Wks Vol 1. Netherlands Rad PO/Waart. 
© & OVCLOO1S3 
GLOSSA www glossamusic. com 
Bach Kunst der Fuge. Bonrzzoni/Uchimura. 
© 2 GCDP31510 
Saint-Saéns Ivanhoé. Ode. Choeur de Syiphes. 
Various artists, © @ GCD922210 
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HARMONIA MUNDI wuaw.harmoniamundi.com 
Anon Divine Liturgy of Saint John Chrysostom, Sofia 


Charale/Rouskow. © @ HMA19S441 
Anon Lebanese Hymns. Keyrous. © @ HMAI951577 
Bartok Pf Whks. Helffer. © @ HMAIY9S 1094 
Brahms Pf Son No 3, Nakatsu. © @ HMA1957339 


Debussy. Mithaud. Poulenc () \W\ks. Spwendunck/I haraud. 

© @ HMAI951596 
Desprez Stabat Mater. Chapelle Royale/Herreweghe. 

© @ HMAI951243 
Liszt. Smetana Pf Trio. io Wanderer. ) HMC902060 
Mahler Sym No 1. Florida PO/Judd, © @HMAI9S7IU8 
Schubert Lieder. Guerie/Schmales, ) HMC902063 
Various Cpsrs Christmas Day Mass. Organiwm Ens/Peres. 

© @ HMAI951148 
Various Cpsrs Dances. Clemencic Consort/Clentencic. 

® @ HMA195610 


HARP & COMPANY 
Cardon Hp Chbr Wks. Mertous artists. 


HYPERION 


®) 505023 


www hyperion-records.co.uk 
Arensky If Wks. Coombs. ® CDHS55311 
Balakirev Pf Son. Driver. (©) CDA67806 
Cliffe. D’Erianger Vn Concs. Griaffin/BBC NOW /Lloyd~Fones. 
© CDA67838 
Grainger Chor Wks. Ainsley/Wilsun-Jolnson/Polyphony/Layton, 
® CDHS5433 
Grechaninov Vespers. Holst Sngs/Layton. (© CDHS5S5352 
Hasse. Scarlatti Cantatas & Votets, Sols/King’s Consort/King, 
® CDH55354 
Liszt Core Pf Wks. Howard. ® (98 dises) CDS44501/98 
Schulhoff Vn Sons. Becker-Bender/Becker. = ©) CDA67833 
Spohr Syms Nos 8 & 10. Orch of Ital Switzerland/Shelley, 
© CDA67802 
Various Cpsrs Spirits of England & France, Vol 5. Gothic 
Voices/Page. ® CDH55285 
ICA CLASSICS 
Beethoven |f Concs Nos 1 & 3. Gilels/New Philh/Boult. 


© TCACSOO0 
Brahms Pf Conc No 2. Rubrnstern/Cologne RSO/Dobnanyi. 


© ICACS03 
Brahms. Mozart Deutsches Requiem. Serenata Notrurna, 
Griimmer/Prey/Cologne RSO & Chor/Klemperer. © VOAC5002 
Bruckner Sym No 3. BBC North/Sanderling, © TCACS005 
Mahler Sym No 2. Woytowie=/Delorie/Cologne RSO & Chor/ 
Steinberg. (©) TCACSO01 
Stravinsky. Tchaikovsky Firebird Ste. Sym No |. BBC SO/ 
Philh/Svetlanoe. © ICACS007 
Verdi Traviata. Sols incl Callas, Valletti, Zanasi/(ROHO & 
Char/Rescigno, ™ 2) ICACS006 
IDIL BIRET ARCHIVE 
Beethoven If Sons Nos 26, 30 & 32. Birvt. ®) 8571268 
ISTITUTO DISCOGRAFICO ITALIANO www. dynamic. it 
Various Cpsrs Gir Wks, Vol 6 (r 1944-56). Segovia 





® IDIS6603 
INTEGRAL CLASSIC 
Various Cpsrs It tancasies. Fran. (©) INT221174 
LINN RECORDS www linnrecords.com 


Arne Artaxerxes. Classical Opera Co/Page, 1, (®)  CKD358 
Bach Cpte Solo Vn Sons & Partitas. Beznosiuk, P. 

©@  CKD366 
Rogier Chor Wks. Magnificat/His Majestys Saghutts & 


Cornetts/Cave. © % CKD348 
LPO 
Haydn Seven Last Words. Sols incl Milne, Donase, Kennedy/ 
LPO & Ch/furowski. ™ LPOOOS! 
LSO LIVE wwwiso.co.uk 
Nielsen Syms Nos 4 & 5 (pp2009). LSO/Davis. ™) LSOQ0694 
LYNDENBERGLYD 
Finzi; Korngoid; Mussorgsky Sonys. Avellund/Osadehuk. 

© © 2164 
MAYA RECORDINGS 
Bach Musical Offering. Camerata Kilkenny. © MCD1003 
MELBA RECORDINGS www melbarecordings.com.au 


Stravinsky Divertimento. Duo concertante. Chen/Young, 'T. 
© MR301129 
METIER www.divine-art.com 
Crawford. Veale Chbr Wks. \Verrick/I urner/Adderiniry Ens. 
© MSV28520 
MIRARE 
Liszt Harmonies Poétiques et Religieuses. Engerer, B. 
© MIRO84 


NEW RELEASES 


NAIVE www naive. fr 
Chabrier. Debussy. Duparc \\clodies, Degowt/Lucas, H. 
© V5209 
Prokofiev. Rachmaninov \'n Conc No 2. Laurenceun/ 
Toulouse Capitole O/Sokbier. © V5256 
Prokofiev. Ravel Pf Concs. I innitskaya/Deutebes SO/Varga. 
© V5238 
NASCOR 
Bartok. Kodaly. Strauss, R Sonvs. Pusstirowk/Winterthur 
Mustkkollegium/Rabhari. (© NS07 
NAXOS www Naxos.com 
Abril Ger Wks. Bernier. ) 8 572389 
Bach, WF Org Wks. Brown, 7. © 8 570571 
Banfield Lord Byron's Love Letter (r1958). Sols incl Varnay, 
Ribla, Carruba/Rome Academy SO/Resignn, © @ 8 111362 
Bizet Cpre Pf Wks. Severus. © @ 8 5708312 
Bryars Pf Conc. Van Raat/Cappella Amsterdam/Netherlands 
Rad Chbr PO/Tausk, ® 8 572570 
Chopin Waltzes. Impromptus (r1953-7). Rubinstern. 
© @8 111365 
Debussy Orch Wks, Vol 5. Lyon Nat Orch/Markl, 
® 8 572568 
Galuppi Pf Sons, Vol 1. Nupoll. ® 8 572263 
Halffter Chbr Wks, Vol 1. Wdrid Comemumity Orch Sols. 
© 8 572418 
Haydn \issa Brevis. Trinity Ch/Rebel By Orch/Sehware/ 
Burdick/Glover. © 8 572127 
Hurd Chor Wks. Addison/Wells/New London Orch & Children’s 
Ch/Corp. ®& 8 572505 
Markevitch \lusikalische Opter. Arnbem PO/Lyndon-Cee. 
® 8 572158 
Meyerbeer Sonus. Rotem/Zak. © 8 572367 
Rimsky-Korsakov Sheherazade. Larionoff/Seattle SO/ 
Schwars. ® 8 572693 
Rubbra Siw Ors Nos 1, 3 & 4. Mageini Qt. ® 8 572555 
Schmitt Ombres. Lavderet. © 8 572194 
Schumann Scenes from Goethe's Faust. Sols tcl Hossa, 
Libor, Lubanska/Warsaw PO, Ch & Boys’ Ch/Wit, 
© @ 8 572430/1 
Schumann, C Vc Sons. A/iege!/Piemontesi, © 8 572314 
Sierra Pf Trios. Tio Arhis, ® 8 559611 
Strauss, JUEd, Vol 18. Slovak Sinfonietta Ziltna/Marzendorfer. 
™ 8 225338 
Various Cpsrs American Concs of the Jazz Age. Hot Springs 
Fest SO/Rosenberg. (S) 8 559647 
Various Cpsrs \ntherns - voc wks, Filvell/Vasari Sngs/ 
Backhouse. 8 572504 
Various Cpsrs Png Va & Pt Wks. Jones/Hampton. 
@ 8 572579 


NETMARK 
Rossini Petite Messe Solennelle. Sols/CBSO Chor/Halsey, S. 
® @ NEMACD900 
NEWTONCLASSICS 
Berio Solo & Chbr Wks. Berberian/Holliger/juilliard Ens, 
 @ 8802040 
Debussy Orch Wks. Orch of Fr Switzerlund/Ansermet. 
™ @ 8802043 
Rossini Ste Sons Nos 1-6. | Vusici. ® @ @ 8802041 


Various Cpsrs Gregorian Chant for the Church Year. 
Vienna Hofburgkapelle Schola/Doprf. © © @ 8802039 
Various Cpsrs Vliserere - chor wks. Westminster Cath Ch/ 
Cleabury. S) @ 8802042 
Various Cpsrs Rec Wks. Loeki Stardust Qt. 

@ @ @ 8802044 
Vivaldi Sacred Wks. Joln Alldis Cb/ECO/Concertgebouw CO0/ 
Negri. © @ @ 8802045 


NONCLASSICAL 
Various Cpsrs Tanglepipes - rec wks. Consortium’, 
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Fantasia, K397 
Kegelstatt Trio, K498 
Piano Concerto No 17 
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Piano Concertos — Nos 22 & 25 

Preludes and Fugues, K404@ — 
Nos 4&5 

Quintet for Piano and Winds, 
K452 

Mussorgsky 


Pictures at an Exhibinon 101 


Onslow 
Nonet, Op 77 70 
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Otte 
Das Buch der Klange 


Palestrina 

Cantantibus organis 
Paminger, L 

Ad te, Domine, levavi 
Descendi in hortum meum 
Disce crucem 

Dixit Dominus 

Domine, ne in furore tuo 
In exitu Israel de Aegypto 
 Trinitas 

Pater noster 

Sicut lilltum inter spinas 


Virgo prudentissima 

Paminger,S 

O Mensch, bewein dein Siinde 
gross 

Part 

Spiegel im Spiegel 

Peeters 

Aria, Op 51 

Concert Piece, Op 52a 

Elégie, Op 38 

Lied to the Flowers, Op 66 No 3 

Lied to the Sun, Op 66 No 5 

Suite modale, Op 43 

Ten Chorale Preludes, Op 39 

Toccata, Fugue and Hymn on ‘Ave 
maris stella’, Op 28 

Variations and Finale on an Old 
Flemish Song, Op 20 

Pierné 


Divertissements sur un theme 
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pastoral 61 
Marche des petits soldats de plomb 61 
Piano Concerto 
Ramuntcho — Suites Nos | & 2 61 


Ponchielli 
La Gioconda ~ Dance of the Hours66 
Prawossudowitsch 
Primitivi, Op 17 78 
Prokofiev, G 
Import/Export 77 
Puccini 
Edgar — Act | Prelude; Act 3 

Prelude 66 
Manon Lescaut — Act 3 Intermezzo 66 
Suor Angelica — Intermezzo 66 
Purcell 
Chacony in G minor, Z730 93 


Come, ye sons of art, away, 7323 No 
3, Sound the trumpet; No 5, Strike 


the viol 93 
Dido and Aeneas, 7626 — When I am 
laid in earth 93 
The Fairy Queen, 7629 — One 
charming night 93 
The Gordian Knot Unty'd, 2597 - 
incidental music 93 


If music be the food of love, 73794 93 

King Arthur, 7628 — Chacony; Fairest 
Isle; What power art thou 93 

Now that the sun hath veiled his light, 
Z193 

O dive custos, 7504 

O solitude, my sweetest choice, 
ZA06 

Oedipus, King of Thebes, 7583 No 2, 
Music for a while 93 

Pausanias, the Betrayer of his Country, 
Z585 No |, Sweeter than roses 93 

Pavan in G minor, 7752 93 

Welcome to all the pleasures, 7339 


No3, Here the deities approve 93 


Rachmaninov 


Paganini Rhapsody + 105 


Piano Works (complete) 79 
Vovalise, Op 34 No 14 66 
Ravel 

\lborada del gracioso 98 
Boléro 98 
Chanson de la mariée 87 


Reger 


Variations on a Theme of Mozart 101 


Respighi 


Feste romane 8 63 
Fontane di Roma 8 63 
Pini di Roma ® 63,101 
Rihm 

Schrift-Um-Schnift ? 68 
Rimsky-Korsakov 

Scheherazade 101 
Saint-Saéns 

Bassoon Sonata 70 


Caprice sur des airs danois et nusses, 
Op 79 

Clarinet Sonata 

Oboe Sonata 

Romance, Op 67 

Samson et Dalila — Bacchanale 


Samson et Dalila — Mon coeur s’ouvre 
a ta voix 

Tarantella, Op 6 

Sanchez-Verda 

Aura 

Scartatti, A 

Benedicta et venerabilis es 

Mortales non auditis 

Nisi Dominus 

Salve regina 

‘Toccata 

Toceata VII 

Varie partite obbligate al basso 

Schacht 

Kindersticke 

Schmid 

Widmungen, Op 9 

Schoenberg 

Klavierstiicke — Opp 33 & 33h 

Schubert 

Du liebst mich nicht, D756 

Gretchen am Spinnrade, DIB 

Die Manner sind méchant, D866 
No 3 

Rastlose Liebe, D138 

Schwanengesang, D957 

Symphony No 9 

Winterreise, D911 

Schuthoff 

Sonata for Solo Violin, WV83 

Suite, WV18 

Violin Sonatas —- Nos | & 2 

Schumann 

Abegg-Variations for Piano and 
Orchestra 

Concert Allegro with Introduction, 
Op 134 

Concerto Movement in D minor 

Fantasie, Op 17 

Humoreske, Op 20 

Introduction and Allegro appassionato, 
Op 92 

Jemand 

Myrthen — Lied der Braut 1; 1 

Piano Concerto 

Der Rose Pilgerfahrt, Op 112 

Scriabin 

Fantasie, Op 28 

Shostakovich 

Cello Concerto No | 

Seven Dolls’ Dances — Lyrical 
Walt: 66 

Symphonies — No 2, “To October’; 
No 11, ‘The Year 1905" 8? G@ 

Violin Concerto No | 66 
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Sibelius 

Finlandia 101 
The Swan of Tuonela 101 
Symphonies — Nos + & 5 64 
Skaikottas 

Suite No 3 78 
Smetana 

Piano Trio 68 
Spohr 


Der Zweikampf mit der Geliebten - 
Overture 
Nonet, Op 31 
Symphonies — Nos 8 & 10 
Stabile/Soriano/Dragoni/ 
Palestrina/Anonymous/ 
Giovanelli/Santini/Mancini 
Missa Cantantibus organis 89 
Strauss ll, J 
Graduation Ball (arr Dorati) 98 
Strauss, R 
Acht Lieder aus letzte Bitter, 
Op 10 No 1, Zucignung; No8, 


Allerseelen 
Das Bachlein, Op 88 No! 
Des Dichters Abendgang, 

Op 47 No2 
Finf Lieder, Op 48 No 1, 

Freundliche Vision; 

No 4, Winterwcihe 
Heimkehr, Op NoS 
Meinem Kinde, Op 37 No 3 
Mauttertindelei, Op 43 No 2 
Das Rosenband, Op 34 No | 
Sechs Lieder, Op 68 
Stindchen, Op 17 No 2 
Traum durch die Dammerung, Op 

No | 
Vier Lieder, Op 27No 2, Cacilie; 

No 4+, Morgen! 
Waldseligkeit, Op 49 No | 
Wiegenlied, Op +1 No | 
Suppeé 
Pique Dame 


T 


Tallis 

Absterge Domine 
Candidi facti sunt 
Derelinquat impius 
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Durn transisset sabbacum 
Honor virtus et potestas 
Tae dum pergunt concite 
In ieiunio et fleru 

In manus tuas 

Mihi autem nimis 
Miserere nostri Domine 
O nata lux 

O sacrum conviviurn 
Salvator mundi, Nos 1 & 2 
Si enim iniquitates 
Suscipe quaeso Domine 
Te lucis ante terminum 
Te hucis ante terminum 
Tansman 

24 Intermezzos 

Petite Suite 

Piano Concerto No 2 


Valse-Impromptu 
Thomas, A 

Mignon — Connais-tu le pays? 
Tosti 

Pour un baiser 

Traditional 

Dany Boy 
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Veracini 
Violin Sonatas — Op | Nos 7 & 12; 
Op 2 No 12; in D minor 73 
Verdi 
La traviata — Act 3 prelude 66 


REVIEWS INDEX 


Visconti 

Sonata, Op 2 No § 71 
Vivaldi 

Ercole su’l Termodonte 90 


Flute Concertos — RV427;II 
Gardellino’, Op10 No} RV428TI, 
RV429; RV430; RV432; Opi0 NoS 
RV434; Op10 Not RV435; RV436; 
RV438; RV440 66 

























Wagner 

Die Meistersinger von 
Nurmberg 

Gotterdimmerung 


22 96 

Siegfried’s 
Funeral March 

Rienzi a= 

Walton 

Cello Concerto 

Facade — suites 

Weber 

Euryanthe Overture 

Invitation w the Dance 
(orch Berlioz) 

Weckmann 

Kommiet her zu mir alle 

Weiss, SL 

Ciaccona in F. flat 

Fantasie in C minor 

Overture in B flat 

Partita in G minor 

Sonata in F 

Suite in C minor 

Wolf,H 

Erstes Liebeslied eines Madchens, 
Op 19 

O war dein Jaus durchsichtig wie cin 
Glas 

Verschling’ der Abgrund meines 
Liebsten Hiitte 
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Zwischen Bergen, liebe Mutter 
Wolf-Ferrari 

[ quattro resteghi — Intermezzo 
Jewels of the Madonna — 


Intermezzo 
Wormser, A 
Clytemnestre — Qu’Apollon soit loue... 

Ombre d'Agamemmnon 93 


Ziani 
Sonatas, Op 7 — Nos 15 & 17 


Collections 


Lisa Batiashvili — ‘Echoes of Time’ 66 
BBC Philharmonic Orchestra — 

“The Italian Intermezzo’ 66 
Jussi Bjérling — ‘Jussi Bjdrling 









Live — Broadcast Concerts, 
1937-64)" 92 
Carmina Chamber Choir - 
*Hymnodia sacra — Music from 
an 18th-century songbook’ 
The Cardinall’s Musick 
*Missa Cantantibus organis’ 
Marylin Frascone — ‘Fantasies 
for Piano’ 
Marie-Nicole Lemieux — 
‘Ne me refuse pas’ 
Maitrise de Toulouse 
*Missa brevis’ 
Kate Royal; Malcolm Martineau — 
*A Lesson in Love’ 
Steffen Schleiermacher — 
*The Viennese School’ 
Various — “Competitors — 


Russia's Child Prodigies’ 
22 97 


(documentary) 
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Film director, composer and recent English National Opera recruit 
Mike Figgis on maintaining opera's relevance in the modern world 


eing the son of an 
amateur jazz pianist 
with an amazing record 
collection gave me a 
great love of music very early on, 
I was always fascinated by opera 
but had an aversion to it as well. 

The first three works I directed 
under my own name were theatre 
pieces that incorporated film, and 
in two of these I used classically 
trained singers, writing a series 
of songs based on German Lieder 
for them. I was very interested 
in the form, and in vocal music 
in general, but I was trying to 
integrate music and cinema, and 
indeed pre-recorded music, into 
the theatrical experience. 

When I was studying music, 

T read that Wagner believed 
opera was a wonderful way of 
bringing together music, poetry 
and design in one glorious 
package. I could understand why 
he believed that but I lived in the 
time of cinema, and felt that film 
had somehow overtaken opera 

as a medium in which all art 
forms were combined. Opera was 
rooted in a sense of period and 
didn’t seem to have progressed. 
It wasn’t that I had a problem 
with the music but rather with 
the staging and the attempt 

to make an antique structure 
seem modern. It was a love-hate 
thing. I got the concept but was 
frustrated by its determination to 
remain the same. 

Yet in my artistic life I have 
always remained obsessively 
interested in music. I wanted to 
learn how to compose and play 
as many instruments as possible, 
and that drive continues to this 
day. I got into experimental 
theatre and was able to start using 
music in ways that were, I can 
see, immersed in operatic ideas of 
structure. Then I morphed into 
a director and started making 
films but I never left behind those 
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‘Music has become a whore of the 


brothel that is the film industry’ 


musical sensibilities — ’'m aware 
that my film Leaving Las Vegas, 
for instance, has much that is 
operatic about it. 

It is sad that cinema, which 
had so much potential for the 
Wagnerian operatic concept, 
has been allowed to go down 
the toilet. Were Wagner around 
he would have used cinema in 
some exciting way. But so much 


of what we see in cinemas is 
lowbrow, and the abuse of music 
in film is ghastly. It caters to the 
lowest common denominator 
and manipulates the emotions. 
Music has become a whore of the 
brothel that is the film industry, 
which is a real shame. 

‘Through the 1940s, that period 
of the Eastern European exodus, 
the United States experienced 


THE MUSIC | COULDN'T LIVE WITHOUT... 
Beethoven - Grosse Fuge 
Philips @ @) 454 7112PM2 (11/96) 


[latched on to this Quartetto Italiano 
recording when I was younger and still 
have a great affection for it. 





an incredible raising of the bar 
musically, with so many great 
composers arriving, and there 
were very interesting, often 
avant-garde uses of music in film. 
Music is so vital to the form, 
especially in genre films: in 
thrillers and horror films, it’s the 
music and sound design that do 
all the work, so if you turn off the 
music it becomes silly. 

There have been various 
operatic projects suggested to me 
over the years. I talked to Philip 
Glass about the idea of completely 
reworking his opera Einstein on 
the Beach at one point, but my 
debut has finally come with an 
older opera, Donizetti’s Lucrezia 
Borgia at English National Opera. 

I’m interested in returning it 
to its time but in a post-modern 
sense — presenting it to an 
audience as it would originally 
have been seen, but in a different 
context. We can change how 
we look at art forms of the 
past simply by framing them 
differently, so I’m making a film 
shot in Italy, with an almost 
identical story to the opera, 
which will form part of the 
production and hence create that 
strong contemporary frame. 

This new approach I’ve found 
for opera has parallels in the 
reinterpretation of other types 
of music, too. Who would deny 
the power of Glenn Gould 
taking Bach and playing those 
pieces on the piano? Or listen to 
a Beethoven quartet performed 
on record from the 1930s 
and compare it to a modern 
interpretation and the amount of 
vibrato used. So you can retain 
a period context, while applying 
contemporary approaches and 
technologies, and in a way you 
can bring out more juice from 
that period. @ 

Lucrezia Borgia runs until 
March 3; visit www.eno.org 
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Clear the clutter. 


Now you can store, browse and 
play your entire CD collection 
on something no bigger than 

a small hardback book! 









Introducing the new and 
truly amazing Brennan JB7 


What's the point in owning hundreds of CDs worth thousands of 
pounds if you never listen to them? The problem with CDs is that it's 
quicker to make a cup of coffee than dip into a CD, Try timing how long it 
takes to pick a CD, load it in the CD player, play a snippet from a track or two, 
eject it and put it back where it came from. Then there is the problem of 
finding music, The print on a CD spine is tiny. What if the track is ona 
compilation CD? What if the CD is in the car? Then there is the clutter, 

You need to keep your CDs near the player or you won't play them. So you are 
forced to share your living space with literally hundreds of cheap plastic boxes. 
CDs are a great way to listen to music but they are also inconvenient, 
inaccessible and a bit of a chore. 


The Brennan JB7 is a CD player with a hard disk that stores up to 
5,000 CDs - and that’s not all 


lt saves Space and clutter and delivers near immediate access to an entire music 
collection. JB7 owners rediscover then fall in love with their music again simply 
because the Brennan makes it so accessible. 

The Brennan also records from vinyl and cassette so you can enjoy your entire 
music collection but keep the originals in another room or retire them to the attic. 


The face behind Brennan 





Small enough to pick up with one hand yet big enough for a lifetime 
of music, the Brennan JB7 is one man’s brilliant idea for everyone's 
forgotten music. Starting at just £3667 it's only available direct from Brennan 
at www.brennan.co.uk. 
Key features 
>» Browse albums by spinning the volume knob - push to play 
>» Display track names as they play 
> Delete tracks you don't like 
>» Seven rainbow colour coded playlists 





>» Segue function blends one track into the next 
>» One touch record from vinyl, cassette or radio 
> One button plays the entire music collection at random 
>» Plays MP3 downloads - future proof 
> Clock with alarm 
> 60 Watt, 4.8 x 16 x 22 cm steel and aluminium construction 
>» Backup music to external USB hard disk for safe keeping 
> You can use it with your existing hi-fi or on its own 


Over 10,000 sold. Lots of happy customers. 

Until you actually own a Brennan or at least see one operating, you can't really put 
into words how wonderful and amazing it is. You wonder how something so small, 
compact and stylish can do so much! Now, with the touch of a button on the 
Brennan, it randomly plays music and | no longer have to make such decisions by 
myself. It makes them for me." Mr G. Patterson, N. Ireland 


The Brennan JB? 
is available in 
Cobalt Blue or 
Titanium Metallic 





Money back guarantee 
lf you're not suitably impressed with your Brennan JB7 we'll collect it 
free of charge and refund you in full. 


* Plus P&P 








Martin is a physicist, computer engineer and 
silicon chip designer. He co-designed the 
world’s first 64-bit games computer. 

"l always liked the promise of CDs. It wasn't so much 
the quality but the quick access to a given track 


After vinyl and cassette that was a real plus. My first 
CD player was a five CD multi-changer. | liked the 
idea of quick access to more than one CD and music 
that didn't repeat after 40 minutes. A few years ago 
| had a go at loading my music onto a computer - 


To get the whole story on the Brennan JB7 and order visit www.brennan.co.uk 








but | never listened to it - | needed something 
simpler, more immediate. In the end the computer 
got a virus and the music files were lost - | still had Martin 


the originals thankfully. The JB7 is really my personal Brennan 


ideal music player" 


